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The water colours of Hitler on show In the Palauo Vecchio, in a special 
section of the exhibition of art works recovered by Rodotfo Sniero, 
should not bf seen as a profanatum of the c*tllc< ttOH of masterpieces to* 
ken away by the Nazis, often by she direct order of the Fiihrtr* Sor should 
the exhibition of this series of ^postcards' by a modest Sunday paiuwr who 
was destined to commit the most dreadful crimes against humanity in 
any way offend the values being celebrated this yea r in Florence on the oc- 
casion of the fortieth anniversary of the liberation of the city front the 
,\azt-fttsdsts- On the contrary, the exhibition of Hitler's paintings forms 
pars of the humane bettt& paid to Siviero who, <m *v*yivmij* them from 
Martin Bormann's wife. brought them to Florence with the idea of exhibi- 
ting i hem. 

The water colours, apart frotn exciting an understandable curiosity, can 
of let food for shoughr 7 he introductory esxov bv Fn^o Collottt offers so* 
me stimulating thought,* both on the aesthetics of \azitsm directed :**■ 
ward\ the search f<*r the classicism identified with the race ideal, (a\ w» 
in the Lancellotti Discobolus* and on the personal tastes of Hitler* obses* 
$ed, as can be seen from his Ihinal scrie* of views, by a sort of mania for 
the exact reproduction fn>m life, 

tjtstlw we have the opportunity to reflect on Nazi politics regarding she ac* 
attisiton or, more brutally, the theft and plunder of the artistic patrimony 
of I urr>i*e. 

Rodotfo Siviero set himself against this plundering with results which 
may today be seen here in the Palazzo Vecchio, And the presence of 
Hitler's paintings is a symbol of the defeat of Sazii$m t not the (German 
[*eoplc us stub whtch t in memory ttf Stviero? we are celebrating today 
tihmg with the rcavqui si tion of freedom 

Giorgio Morales 

Aldci man lor 

Cultural Activities 

Coniuite iti Furit/t* 



The exhibition of Hitler's water colours is at once difficult and stimuli 
ting. St is presented by the Conwirxe d\ FirciiEtr along with the »\>rks*of art 
taken away by the \azi$ during a decade of cultural rapport with tta!v M 
and later recovered hy Rottolfo Siviero in Germany at the end of the war. 
Both the difficulty and the stimulus to a necessary critical investigation of 
this exhibition lie if the painter himselj I nt the particular historical epoch 
during which they were painted, and in all the historical and political hn> 
plications that the painter though not as sttt h-created and ft* ft m our con* 
rinent and elsewhere. 

Manx- studies have been written about the special rapport between inter* 
preters of history and of painting or better still of 'the concept of beauty*. 
From Charles X of Sweden who t in his raids on Po!arut t bet\% i ; i'« one hat* 
tic and another took possession of the entire patrimony of Renaissance 
manuscripts and classical texts front the royal library of the Jagellontdi at 
Cracow, to Napoleon in his military-artistic campaigns in Italy and Egypt, 
to the great Ottoman Sultans in their raids on Persia* there was always 
and ever a particular rapport of conflicting admiration and envy for what 
the people they oppressed had been able to create and offer in the field of 
art to their conqucrerx 

As regards the personality of Hitler in this context, a reading of the essays 
of Colfottr and Marianx prtrvrdes a valuable contribution to the understate 
ding of the pttintcr'S character and of the particular historical epoch in 
which he worked. 

Cbudio dc Polo 

Preside ill 

Fraictli Aluiiiri Lidiitkc 



Blood and water colours 

The water colours of Hitler fall undeniably into the catenary of genre 
paintings* This is evident from the technique used. Water colour is a sin- 
gular technique, at once ingenuous and refined, and strongly associated 
with the amateur and the academic It predetermines and dwh the put 
pose and scope of the work to be executed. In Hitler'* case it ts evident 
above nil in the choice of \nbjcet repeatedly executed \\t(h wantucal t*h* 
sessiveness and neatness. They are all views, urban landscapes with the 
occasional awkivardly drawn figure passing in fiont of a backgrouiul do* 
mhtated by monuments reproduced with irreproachable accuracy 
Hitler's water colours are an illuminating and coherent prt face to the off i- 
ciat painting of the Third Reich to Ik established oirr twenty veari later. 
We sax this* in view of the what came out for example^ for the exhibition 
entitled 'Art under the Third Reichdocuments of oppression* held at the 
Frankfurter Kunstverein in 1974. 

Painting during the Nazi era was not only inspired by the ideas and reflec- 
tions on art of littler and his collaborators but was also, as tve have said, 
anticipated by Hitler himself as painter* According to the intelligent opi- 
nion of Bertlutld Hint* the art of the Thud Reich was essentially, at least 
in the field of figurative art*archttecture, obviously, was a different 
matier-a sudden rehabilitation of genre painting in opposition to the dege- 
nerate (modern, avant guard} art produced bv the bourgc&iste. It appears 
obvious that ex'en genre painting itself was a product of the bourgeoisie- 
and of the most out of date taste* This is true of all genre painting 'used 9 by 
Xttziibtu, taken and updated from every possible different source, from 
Dutch painting of the XVI/th century and the provincial painting of Bava- 
ria and the Tyrol of the XVillth century, to ttte style of Biedermeier, and 
even to some aspects of the Neue Sachlichkeit feven though this belongs to 
the opposite, fiercely combatted tendency), as was demonstrated by the 
Suggestive example* hung in the Realism exltibition held at Beaubourgin 
/SW With regard to this interference with some aspects of the *Ncw Ob~ 
fectivity' it \hould be said that so strange and brutal a coincidence of op- 
posttes, though in this case only %n certain sector^ is present in the very 
roots at Nazi culture (as the bloody destiny of National Socialism demon- 



straw* on a political level)* To take, for example, that strange 'Nazi' thin* 
ker llw Italian Julius l.vola: w'uSst Hitlrr uvjv (Hunting fix* landscapes, 
Evola was active in Italy as a dadaist painter. And it is well known that 
Fladaism (which was perhaps the real linguistic revolution — in the field 
of art too — of our century/ hod tfw honour of being angrily and negative- 
ly cried in the very pages of Mcin Kampf. Tltis in the name of a brighte- 
ning up plan for art which was to become 'calm'and 'relaxed* and disdain 
any change in fashion or style* any aggressive deformation, ttt fact, if 
would be, to soy the least, an exaggeration to consider Hitler 'a grim Sun- 
day painter' as he has sometimes been called. 

Above all, Hitter was not realty a Sunday painter, an amateur, but a small 
time professional painter working from Monday to Saturday: and then his 
water colours show that as a painter Hitter was anything but &nm\ The 
expressionists were* much more so* Hitler was grim (though here the word 
is inadequate} as the author of the political programme described and an* 
nounced hy him en Hau Helming as Vj %n w at landscape fKiintcd or. the Imcfc- 
ctoth of our stage' and not as the author of innocuous and trivial urban 
landscapes* 

If anything* Hitler's water colours show the admired (even on a stylistic le- 
vel*, ingenuous sentimental approach of an Attsman provincial (but also 
*greai German*) to the capiutl 4 Vienna (and then to XtttnUh}, revisited al- 
most as an "inside* tourist in some sacred' places; a feeling of admiration 
mixed with envy and jealousy inasmuch as Hitler came from the country 
and considered himself close to the soil and roots of the nation, with the 
peasants diffidence towards the cosmopolitan city. Nevertheless, he was 
to fix with his water colours (the irony of destiny) tome sublime moments 
in the life of the city as objectives which had to be twereome through the 
insurrection of a cultural *rttrality* the depositary of the true xnttues of the 
race. He 'fixed' them using methods by now obsolete, once a product of 
the vosmopoluan city, later to be relegated to provincial ait schools me- 
thods which Hitler imagined to be perennial The results were more vul- 
kitsh than vcilkisch 

It is probable thai Hole r copied from the picture postcards of the era. As a 
copyist I*? can )m' compared ft f the reader will pardon the bUt<phcm\) with 
another eopUr of postcards, this time an illustrious one, Utrillo. Leaving 



amies on u political levels To take, for example, that strange Nazi' thin* 
tier the Italian Julius l.vola: whilst Hitlrr was painting h\* landscapes, 
Evola was active in Italy as a dadaist painter. And it h well known that 
Dadaism {which was perhaps the real linguistic revolution — In the field 
ofari too — of our century) had the honour of being angrily and negative- 
ly cited in the wry pages of Mcin Kampf. Tttis in the name of a brighte- 
ning up plan for art which was to become 'calm'and 'relaxed' and disdain 
any change in fashion or style, any aggressive deformation. In fact, is 
would be* to say the least, an exaggeration to consider Hitler *a grim Sun- 
day painter* as he has sometimes been called. 

Above all, Hitler was not realha Sunday /winter, an amateur, hat a small 
time professional painter it 'tricing from Monday to Saturday: and then his 
water colours show that as a twiner Hitler was anythtng but &nm\ The 
expressionists wete M much more so* Hitler was grim (though here the word 
is inadequate) as the author of the political programme described and tftt- 
n/mmxd by him or tiausefmin** as 'a great landscape /tainted on the back* 
cloth of our stage' and not as the author of innocuous and trivial urban 
landscapes. 

If anything* Hitler's water colours show the admiredieven on a stylistic le* 
vWA ingenuous sent: mental approach of an Austrtan provincial (but also 
'great German) to the capital* Vienna (and then to Munich}, revisited al- 
most as an inside' tourist in some sacred' places; a feeling of admiration 
mixed with envy and jealousy inasmuch as Hitter came from the country 
and considered himself close to the soil and roots of the nation, with the 
peasants diffidence towards the cosmopolitan city. Nevertheless, he was 
to fix with his water colour* (the irony of destiny) some sublime nwments 
in the life of the city as objectives which had to be twereome through the 
insurrection of a cultural 'ruralitv' the depositary of the true values of the 
race. He 'fixed' them using methods by now obsolete, once a product of 
the cosmopolitan city t later to be relegated to provincial art school^ me- 
thods which Hitler imagined to be perennial The results were more v6l- 
kitsh thcoi volkisch. 

It is probable thai Holer copied from the picture /tostcards of the era* As a 
copyist be com be compared (if ihe reader will pardon the blasphemy) with 
another copier of postcards* this time an illustrious one* Utrilto* Leaving 



aside subject and technique and comparing the results obtained, the «- 
sthetic abyss which separates the two becomes apparent. It is precisely Ht 
tier's greater technical expertise fin the scholastic sense) which renders Ms 
views totally Hat and devoid of inner Hutu or poetry, whilst the tes* 'tech- 
nical' ' 'tnl!o*± M^niw|| pom a hold infidelity to his humble models prx>- 
duce such valid and happy results on both an artistic and a technical few / 
ffor technique, especially in painting should never be rigid). 
One could, it is true, attempt a further paradox and credit Miller with 
being a precursor of the type of painting fashionable todav and not witlt- 
out a certain curious validity, known as 'anachronism \ *hypemuinnerism ' 
{?> 'qtiotutiont '. Httf Hitter p<"< itpwii Utm will ami there It/ft' hudl\ } i>nix jut 
stcatds which had no permanent value. Or at least it appears that he co~ 
pied them. And hi> tpioummin arc therefore te*rihh weak no/ ay all the 
genre painting of the Third Retell is terribly weak despite all the pomp of 
the em and the rrt^one 

This exhibition of Hitter * wetter colours can therefore be looked at in utt 
historical light and be Seen as a sort of preface, ideal and entirely per^o* 
nal t to the series of official exhibitions on given themes which abounded 
in the thirties tn (jermany (the first modern example of the travelling and 
centralized collective show), Seen in this way it is a useful record. 
'Urban landscapes of Vienna and Munich*, then* can be seen as a prelude 
to suclt exhibitions as *Wife and Mother', 'The forest*, *Tfie Sea*. 'The Ger- 
man Peasant \ The German Countryside', "flie Horse in A*t\ 'Factory 
work', 'War* und m> ucitcr which took place in Hitter's Cermany i*i the 
thirties. It should not be forgotten that much other oleagtaphv being pro- 
duced in various countries* including our own* was also genre painting. 
And 11 is not necessarily the case that all of these efforts* to the shame of 
their formal common denominator, are only fit, as regards quality, to be 
thrxtwn dft'flv. // it only very probable* 

StTfcioSaivi 

Pirccior <>\ ihc 
Ceruru Musiiv ill Fhvn/i; 



Arl and Naziism 



An and Naziism 

Enzo Collotli 



The cultural opposition of (he 
Tucnlirx: towards a specifically 
German art 

To identify the aesthetics of Na- 
ziism with the tastes and ideas 
about ;k t of Hitler would undoub- 
tedly be both partial and inadequa* 
Id* Nevertheless, the latter cannot 
be disassociated Iront the ideolo- 
i»\ and praetue o| ;n i \v hit h assu- 
med an official character under 
the National Socialist regime. If 
we wished to trace a definition of 
srl in Hitler** fir^l political mani- 
festo we would only find a negative 
one: in Mein Kampf, at the same 
moment m which the 'Bolshevism 
of art" is defined as the only possi- 
ble asbolule expression of Bolshe- 
vism from a cultural and intellec- 
tual point of view, war on modem 
an, all modern art, is declared* An* 
tkipaiin£ what Is almost a con- 
stant in Hitler's ideas on the arti* 
siic currents of the time, the favou- 
rite targets arc Dadaism and Cu* 
bism, none other than 'the morbid 
excesses ol individuals who were 
iX'iAcrted and out of their wiis\ 
Such judgements already unphca* 
tc ihc transformation of an from 
the expression ol a free activity of 
culture, or as was to he said else- 
whert* of haled liberal plural imu. in- 
to a function destined to be direc- 
tly controlled bv the State. Modern 
art Is a degeneration and prostitu* 
Hon of culture: closely linked to 
the crisis of the Twenties and the 
consequences of the world war 
whose effect? wvre manifest most 
particularly in the Held ot art 
through the fragmentation of old 
forms of communication and the 
search lor new means of expres- 
sion, and bemi; incapable ot pla- 
cing these new ferments within ihc 



centuries old course oF artistic re* 
search. Adolf Hitler had few 
doubts on the place due to his arti- 
stic contemporaries who expres- 
sed the poM-war crisis with grea- 
ter inquietude. "Sixty years ago — 
hi- wrote ■■ mi exhibition ol m> 
called dadaist 'experiences' would 
simply have been impossible and 
the organ tiers would have finished 
up in an asylum, whilst todav they 
find themselves e*co presiding 
over artistic associations*** But one 
day this scandal would come to an 
end because *it is the job of the Sta- 
le to prevent people from falling 
into spiritual folly' 1 * 
Tin- pivh'M ol iiuatannmny ihc 
spiritual health ol the people., of 
the collectivity, is from now on im- 
plicitclv or explicitly linked to bo- 
dily health: here, in fact, in these 
propositions, wc can already see 
all the basic premises of racism. In 
its turn- the racist determinism of 
Nazi ideology is the fruit of a cultu- 
ral determinism* 'Every race, in or- 
der to preserve its exisiance, acts 
on the basis of the energies and va* 
lues which belong to it by nature. 
Only a man lit lor heroism thinks 
and acts heroically- given that pro- 
vidence has furnished him with the 
appropriate requirements* "With 
these pronounce men I ^ r ex pi essed 
to the culture session at the Nazi 
parly congress in 193.* at Nuriin* 
bop* Hi del anikipaiedaiid in pal I 
confirmed the concrete lines of a 
cultural policy that had already 
been put into practiic b\ (he liist 
mom Irs ol the Sa/i regime The 
10th March, 1933, had seen the ri* 
tual and symbolic burning of ban* 
ned hooks destined to predetermi- 
ne, again with a condemnation and 
ritual destruction, the lines of 
compatibility with the racist Wett* 
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attschautmg of the reglm, the 
"heroic doctrine of values ol blood 
race ;tiitl pctsonaliu". imprinted, 
on ihc "eternal laws of vclcciton" 
At history and culture were bent 10 
the uses of ihc new racist liWwr. 
sclxnuung, cultural policy imme- 
diately became a point ot selection 
of ihe intcipictaiiic cajiwiu* Ra- 
cist conditioning of culture and art 
also predetermined the model, the 
only permissible model, the stvlc. 
The heroic aesthetic ul Nia/iism, 
set itself up as the heir to the ideals 
and beaut* ot the ancient races 
with their like ideas of "mass here* 
ditv"of jiiire blood. Na/i Neoclas- 

sicism, » false and rhetorical, ca- 
me into heine. through the annexa- 
tion to Arian*Nordic Neo*paganisni 
of the Greco-Roman tradition, read 
not &s a historical tradition but as 
an eternal model; il African art be* 
loritf> oulv to Airier Gteio* Roman 
art does not belong to any one peo- 
ple because it belong loevervone, 
il is an, its models of the idea) and 
ul bcautv arc art itself. "In ancient 
11 nd moder n limes Not dic-Arian 
man has always lound the cogent 
synthesis between the task jssi- 
gned him, the purpose and the t:<- 
ven materials. It is therefore, not 
be wondered at that every politi- 
cally heroic epoch immediately 
seeks in us art a bridge to an equal- 
ly heroic past. Greeks and Kormms 
thus become sudden!* close tii the 
Germans who arc constrained to 
seek their roots In a Itindamcmal 
race; lor this reason the immortal 
achievements of the ancient peo* 
pies continue lo exert their attrac- 
lion on their racially linked de- 
scendant** Since it is better to imi- 
tate the good than to produce new 
ugliness* the intuitive creations ot 
these peoples can still in terms of 



style, perform even today their 

educative and oriental in)! turn 
lion", A clearer condemnation of 
cv pen men la I is in and mno* at ive 
research is rarely to be found in 
the annuls of modern culture. Ti i> 
also understandable why a Brckcr 
or ci Thontk shim Id rise to I lie posi 
lion of priviledgcd artists in a Sta- 
le which eccn stole the Mir one l)i* 
scobolus, placing on the same le- 
vel, on the basis oi a ; onlused idea 
of Classicism, the models of Greek 
cult n iv arid a -aipci f it ial initial ion. 
making of what was a purely tor* 
mal ami!f>gv an ethic and a HVJj<*m- 
shautntt* which had nothing whate- 
ver lo do uilh Greek tradition. 
There is one last aspect which 
complete* ibe pit Lure of ., : and 
the artist according to Hitler, and 
which lii' I ued and in part suvcee* 
ded 10 see realised in concrete 
terms under the Third Kerch. The 
;iri ist as a I unci ionarv of an ideolo 
gy* something more than a simple 
propagandist* "Ai t is a sublime 
mi s:s ion i ccioir i rig a commit men) 
c\en m the extent of fanaticism. 
He who is chosen by destiny to re- 
veal to the world the soul of a na- 
tion, making H resound in inusit or 
speak through stone, suffers the 
violence of l he omnipotent loree 
which dciminaics him. will speak 
his language even it the world 
around him does not understand 
or want to understand, will tackle 
every difficulty rather than fail 
even once to aim tor the interior 
stiir that guides him 4 * 
The symbiosis of art and racism 
expressed bv Hitler was common 
to all the theorists ol racism /tore 
atuJSrJc was the liileol oncol the 
best known texts {in 1926) ot oneol 
I he most noted authorities on ra- 
cism. Hans F : .K.. Gunlher". \rt and 



race again occur Ob an inseparable 
unity in Der hiythus des 2ft JqHt- 
hmuiertshy Alfred Rosenberg, cu- 
stodian of the ideological patrimo- 
ny of ihc NSDAP. "Art — writes 
Rosenberg — is always the crea- 
tion of a particular blood, and na- 
tuie linked to an art form can only 
tculv he undciMood bv creatures 
of the same blood: to others it says 
little or nothing** This, however, is 
not a contradiction of the idea of a 
universal canon of beauty because 
the presupposition is the same: the 
t,k' t+jS conditioning oi . . and sin- 
ce Greeks. Romans and Germans 
have a common racial basts* the 
identity between this area domina- 
ted bv superior racial values and 
the pretext of providing formal 
models (and not onlv formal) of ge- 
neral validity is easily explainable. 
"It was on Greek soil that, in terms 
of universal history, the first great 
determinative battle between ra- 
cial values was decided in favour 
of Nordic blood From the dav, 
I rum lite man emerged into the 
light, from the law* of light and of 
heaven, from the spirit and will of 
the Father rose all that which we 
call Greek culture and which for 
us is the jtrcalcs! inheritance ul 
antiquity* At this point il is use- 
less to dwell further on ihc mani- 
pulation ot history and tradition, 
or on the misunderstandings or ro- 
mantic critical interpretation of 
which the hotchpotch racist bible 
of rsa/bsm is full* What is impor- 
tant is to take note ot such of these 
ideas as were or became political 
directives. 

What, in substance, were the ae- 
sthetes of Naziism seeking [n the 
classical representation of art? 
The YH£i w ideal c\p<cs>ed in the 
absolute perfection of the physical 



form of man or woman". For Hi* 
iter il \va* anatomical perfection 
which attested to puritv and corre- 
spondence to the ideal ol the race. 
"The image of man i$ the expres- 
sion of the most sublime physical 
vigour and as such in exact confor- 
mity with hi* nature and his desti- 
ny as chosen lor him by nature, 
juftl aft the image of woman glori- 
fies the maturation of life and the 

mother dedicated to her sublime 
purpose"*. The eatreme of evalua- 
tion of beauty wits thus represen- 
ted by the filnc&s of the form in re- 
spect of I he purpose lor which 
man and woman were predestined, 
aptitude for war in ihe first case 
and an aptitude (or it would be bet- 
ter to say, the obligation) for pro* 
Creation in the second. 
Already in these citations can be 
found in nuct some Itey elements 
of the rapport between an (its ra- 
cial basis), artists, (their public 
mission and function) and the con- 
turner (a public which could not 
have liberty of choice but wa& ihe 
recipient of a cultural pr<iduct in- 
tended lo mould it as a race. 10 un 
dcrline its cohesion as a racial col- 
lective). 

It could be interesting to examine 
in depth the knowledge and tastes 
which inspired Hitler's choice of 
models for hi* aesthetic ideal, not 
lor what this signifies from a per- 
sonal point ol view but lor the con- 
sequences in terms oi influence on 
i he general direction of artistic po- 
licies. We shall look a I some 
aspects of this later. Il will be inte- 
resting now to take an anticipatory 
look at Hitler's predilection lor the 
[jumiUji^s ot Bicdcrmcicr and h»r 
Bavarian provincial painting, 
Ftom mattered notes <>l Miller* 
so-called "monologue*" ol the war 



years we can see clearly the scale 
of values according to which he 

classified T>iUDllllJ!* the JlHHC tradi- 
tional, the more academic it was. 
the more he liked it and ihe less it 
disturbed him. He appreciates ihe 
young and academic Corinth but 

as soon as the latter shows a ten- 
dency to break with tradition he 
drops in Hitler's consideration! ob- 
serving that this story repeats it- 
self in the case of a number of ar- 
tists. If not all ol them we iniisi 
draw the conclusion that in tins 
I ielti 1 1 x ■ ihe Jew ish plot is it* work: 
as soon as lhe.se people, too, yet 
above themselves, and want to un- 
dertake extraordinary and iimbi* 
tlous works, fallowing the bad 
example ol the Jews. ihe> end b\ 
producing iuhhi*h \ 
This cheap philosophy and sociolo- 
gv dl ■■ I til HitlciS reveals nil the 
poverty of judgement and ideas of 
which this man was capable: un- 
tot Innately, even in this field his 
mViis anticipated cul'uiiii polity 
Hitler held in the highest conslde* 
ration painters ol a ver> mediocre 
stamp, sometimes worthy enough 
of their tvpe but alwavs of little or 
no difficulty At the oegmmnjt of 
the September ol 1942 he confided 
lo his most intimate collaborators; 
*'M\ SpitAvegs: ihe most beautiful 
collection of Spit/wegs in the who- 
le world!". 

Or he took lite opportunity of 
buying al a then very high price a 
Dcf rc^'gei* (which makes one think 
that the tastes of the Fi#/ier also 
served to boost the art market). It 
Is certain that what he liked about 
Spiizwcg was genre paintings the 
peaceful provincial environment, 
the decorous bourgeois interiors, 
Bicdcrmcicr, in tact* a combina* 
lion of honest mediocrity and phi* 



listmisni. In Delrcgger ihe coun- 
tryside and mountains ol Bavaria 
and the Tyrol, theolcographic Ice* 
ling oF picture postcards. In the no- 
ics theinseUes there is an obscrva- 
lion which gives a clue to the way 
to which Hitler looked at art. h is 
ol no interest lo us that he wanted 
to attribute to ihe Germans, 
through Delregger. supremacy 
Over the Italians in paintings ol the 
Cawptt^tui (in Italian in the text): 
what is more significant is that he 
could exclaim about Detre^ft tit 
c.vnalting il* merits* "Photography 
stilt didn't exist!*" That was what 
fascinated Hitler. Not realism, nor 
naturalism as an artistic expres- 
sion, but the exact reproduction of 
ihe real; someone who copied natu- 
ii' without a irate ol invagination 
(it almost sound* like a biographt* 
cal note), that was a real artist. An 
as craft, one mi^lii conclude* And 
4so it is not to be wondered at thai 
he liked the static* de*sc\cd phoin 
graphic women of Adolt Zieyler. a 
mediocre academic painter, pre>i* 
dent of the flricfrstaiHrtier for the 
figurative arts, shown in the big 
annual exhibitions of German ait 
based in the new Hiius der Deui« 
schen Kunst di TroosL a monu- 
ment typical of ^*a/» AfChtiKIUTO 
which survived and was reopened 
I fir exhibitions in I Tie Batar i.jii ca- 
pital, beginning wiih ibe tr>ptich 
of 77ie Four &[ern<*nts on show in 
the first exhibition, that of 1937. 
the >ame dale as the exhibition of 
"degenerate art'*. 

We have dwell at some length on 
littler. But Nazi an couldn't and 
didn't end with I lie idea* or politi- 
cal piacticcs of Hittei and Hitler 
alone. Hitler can be regarded avail 
extreme case within a cultural si- 
tuation* Without taking into consi- 
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deration the wave of cultural reac- 
liim running through the Twenties, 
the post will situation and i he Re- 
public of Weimar it is impossible 
lo realize the hold that Na/iism 
had as a cultural phenomenon. 
One must go even f ui titer buk and 
consider the unhapp> rapport bet- 
ween ai I and politics before the re- 
volution of 191$ under Katscr Wi'* 
helm, of the renvoi ship ot milita- 
rism, ot the monarchy and the 
evangelical el hi ft h against an istiv. 
Iitcran and dramatic expression, 
ihe hitec Icrcnce ol ihe Kaiser him* 
self, another who i bought he could 
dictate models i*l tor m and content 
inspired hy an author h\ a nationn* 
hsjic and militaristic ihcioric The 
institutional limns of the pas>ai;c 
from ihe Kaiser to ihe Republic of 
Weimar also CApiessed themselves 
in the continuity of the *o-ca!lcd 
Ifoitftatkuttstt of traditionalist and 
nationalist inspiration. Hildi-gaid 
Brenner* I lie tiist scholar to exami- 
ne ihe artistic policies of Scuional 
Socialism 1 *, pointed out the strong 
influence in the organization of the 
viilkixh cultural opposition to Wei 
marian artistic and literate life, 
from 1V27 onward, of I be National 
Socialist organization lor t/rw/scfte 
Kttlttit pTomuUd b\ Allied Rosen* 
berg and destined to become a 
channel ol i ultutal reaction, anti- 
cipating in many wrty.% the politico* 
cultural practices ol ihe Na/i regi- 
me. Il is sufficient to teeall the de- 
clared aim ol (hi* organization, 
"ihe propaganda amongst the Ger- 
man people of the rappoit between 
race, an* science and ethical and 
military values*" , to find in it* 
central nucleus of standing orders 
a close identification with ihe abo- 
ve citat ions f torn Hitler and Rosen- 
bag 



On the cultural front however the- 
se antiAVeimio Jan ferments occur* 
red more frequently lh;m might ap- 
peal Iroiu -k rilical accounts of the 
so-called golden years ol the lirM 
Cl nlian Republic. In reahtv the 
golden years were years of great 
creatine splendour bui also ol tier 
ce cultural and political conllict. 
The CrOfZCns and Re marques en* 
countered hostility, sometime* 
even physical, not only from decla- 
red Kails but more often from a 
va$t body of national-conservative 
opinion atid [torn organs ol State 
such as the tribunals who were on* 
lv too ollt-ii called in to iniei^cne 
against writers. artists and publi- 
cists, protagonists ol ihe desatta 
tion ol so-called patriotic and milt* 
tarj values. The significance of the 
Great War and the way it covered 
with a cloak of national values the 
rising complicity surrounding Na- 
tional Socialism has too often ocen 
underestimated. The rise to powi i 
ol Na/iism was also the revenue of 
the generation of "the front". But 
ihe symptoms of these develop- 
ments were already all present and 
explicit in the cultural conflict on 
ihe Weimar scene. When in l°M) 
the I ir -*t local goier rune ill w i'.h Na + 

7i participation was established in 
Turingia. the cultural policies ol 
that i*ind antici|Mted all the cha- 
racteristics ol suppression and po- 
litical and i acisc discrimination 

which was tobe tvplcal of the N&2J 
regime; degenerate ait had its first 
misecn scene wiih the condemna- 
tion of the Bauhaus* its bam* 
sh merit i i ■< i : j i Weimar and ihe de* 
si ruction of the great wall panels 
of Schlemmei ► 

Ms Brenner has demonstrated, loo. 
the way in which the escalation of 
the cultural reaction to the Prus- 



sian Academy of Arts whose purifi- 
cation was io be one of the first 
and most radical initiatives of Na* 
zificalion within the cultural Insti- 
tutions after January 30th. 1933. 
became a concrete laci at least 
from 1926 onwards. The claim for 
the representation of "art tell as 
specifically German and of the 
people" as opposed 10 "art of an in- 
ternational type" 1 * is emblematic 
of ihe schematize lion of the I roots 
which divided German culture. 
The most recent studies, stimula- 
ted by reflection* induced by the 
fiftieth anniversary of the rise to 
powci ol Na/nsrn and the cultural 
barbari/ahon which lurmed ^ in- 
ternal part ot tbjit rise lo power, 
tend to underline strongly the at- 
tack b> pubbc and institutional opi- 
nion, hostile to the break with va- 
lues they considered traditional, 
on new expressions of Weimar cul- 
ture, precisely those who in the 
field of an and lueiaiure made 
themselves the negative heirs of 
the Great War-pacifism and anti* 
militarism in particular'*. From 
the aggressive satire of Crosz to 
the milder, more irome and icss 
^aihing sal ire of Karl Arnold mmI 
"Simpli/issimus" the image of ger* 
manic man typified by a mixture of 
arrogance and primitivism. was in 
itself an offence to the cultivators 
of the t&cutscht Kultur and of pre* 
turned national laluov 

Against "Degenerate All": 
The reorganization 
of ihe German spirit 
The coming to power of Na/iism si- 
gnalled the triumph ot a provincial 
art- Ait lost all it* autonomy of ex- 
pression, along with all other ma- 
nifestations of culture, and was or* 
j-am/ed b> ihe interior workings ol 



the Slate* Apart from ihc specific 
content which ii was to assume 
and which was evidently indissolu- 
hlv linked io th*.* function attribu- 
ted to it, it became nothing other 
than one of ihe channels of organi- 
zation and conservation of consen- 
sus, by definition an Instrument of 
social control like many others. 
The dghc against artistic autono- 
m> ana pluralism, against the tu- 
muli ol expressions which charac- 
terized the widely diversified pa- 
norama of the Weimar scene in 
which survivals of Expressionism 
and New Objectivity lived side hy 
side, along with the harshness of 
the satires: of Gros/ and Hcartfilcd, 
loaded with the residue of Da- 
datsm, and the frozen enchantment 
of the painter** of magial realism, 
outsiders like Otto Dix and Max 
bVvkiiiann* the steal sculptors, 
heirs to lite expressionist tradition 
like Barlach and Koilwil/* was a 
battle fur i he re>esiablishment ul 
order and authority extending It* 
self to the field of art. Only by star* 
ling limn this presupposition n is 
possible to understand the ferocity 
ol the attack on modern art; on 
everything which even remotely 
broke with the canons of classical 
established an. The privileged po- 
sition in Nad official an accorded 
to the great master** ol the classi- 
cal tradition was not due only to 
the possibility lhat in them might 
be lound the great masters: of gcr 
manic anj there was that, as we 
shall sec, hut there was also the 
fact that l>v now all the ait produ* 
ced before the break made by the 
avant guard starting from the se- 
cond half ol the XlXth century was 
in a sense a reassuring an contai- 
ning no stimulus or gleam of immi- 
neiu JiNt up! inn. it was a consolida- 



ted patrimony, it could be put to 
use in one direction or another, in 
one measure or another, but it con- 
tained no clement of en union a I 
mobilization, it did not provoke an 
involvement such as might cause a 
division of opinion or of language 
or the impetus to rebellion. 
Ihc scandal u.a> supposed!} cau- 
sed b> those desacrators who di- 
sputed the presumed national va- 
lues, race, the national communi- 
ty, the armed forces and warlike 
attitudes, But the real scandal con- 
sisted In the existence of that con- 
tradictory urban culture, daughter 
t>i indust'inli/auoM and the accele- 
ration of the phenomena o) urbani- 
zation, which was none other man 
an expression of the contradic- 
tions of a society oF complex social 
st rat Ideation in which the old hie- 
rarchy of medieval society or of a 
society fundamentally rural had 
been prof on ndl\ upset and remixed. 
Mi Klem . 1 1 had criticized ihe ciiv 
ar:J the u reichecness lhal wen! 
wiih i Ik* new uiban lealiu. hut it 
had also treated ol social aspects 
of the transformation of the land- 
scape, of the concentration of tech' 
nlcal elements, of movement, and 
new dynamism, of the formation of 
new classes as a result of urbaniza- 
tion* The new art ol the XXth cen- 
tury, cspeciallv in Germany, was 
cssemiallv and prevalently urban: 
after the first world war which 
exasperated the condition of the 
entire social svslem and put direc- 
tly on show in the city streets the 
phenomena ol the crisis-inflation, 
unemployment, pro»tiiution*and 
also the external images of i he be- 
haviour of the new classes produ- 
ced by Increasing tcrtiarixation. 
with mass entertainment, the use 
of mass communications system** 



and so forth* this all-pervading 
character of the big city, meeting 
place and battlefield partxcelltnct 
of the great contradictions of the 
epoch, in which occurred episodes 

involving anonymous nuiiinudcs 
and tragedies of infinite solitude, 
was connotaiive of ihe whole cul- 
;ura! lire oi the time. Panning war* 

full of it. it was expressed in expe- 
rimental architecture, il pctvaded 
liieraiore in miiiht seem banal io 
cite HffliH AlcxdttdcrpjQtz* hut it is 
only one example), the cinema and 
even music. 

The Na/t cultural reaction was 
above all a reaction against ihe ci* 
is as an expression of all the evils 
*il modern society The anaKsis of 
the contemporary city, which had 
found in German sociology from 
the end of the previous century on- 
wards one ol the most ferule fields 
of analysis as a ink tocos m ot the 
most complex social structures, is 
reduced in the criticism of the v6l- 
kisch cull lira I opposition 10 criti- 
cism of the citv as a purulent sore 
of eonteniporai v society* Not the 
scientific spirit but romantic no- 
stalgia Is at the root of this desire 
to return to outmoded and archaic 
idylls ivpkal of the ideals of socie- 
ty of Nazi propaganda, 
Tin- mutj'is oi social prultps Man- 
MDiited io us through Na/i critical 
ideas and later their tcouo£raph\ 
oscillate between the unreal oracr 
of a farming village, ol an agricul- 
tural landscape which in reality is 
much Li ansfoi me<l hul \\ hii h in 
Na/i iconography presents ihe 
iuimnhtliiv ol Idjiii ^tro. and ihe 
equally unreal order, this time 
even spectral, of ihe city as bar* 
racks, stripped oi all its contradic- 
tious and destined to express by 
the umlormUy of Us urban struc* 
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lures I hi- spirit of hierarchy, order 
and authority which had been up 
set because ol impetuous transfor- 
mations The symmetry i>! ihe mo 
veuienl ol masses whkh Nazi ism 
desire in the realization of Its ri- 
tuals and choreographies is no 
other than a symbolic represcnta 
t ion ol the values and the hierar- 
chy of the values — each in its plu* 
ce — on which the ordering of Nazi 
society must rest 

hi the vofkitch critique ol the city 
the prevalent clement seems to be 
ol a biological character the city 
as an instance ol the dissolution <»f 
the best and healthiest hereditary 
substance: lite uri health v promt* 
scuous character of the city with 
its higher mortality rate results in 
an attack on the substance ol a ru- 
ral aristocratic race which is what 
the germanic race is and must re* 
main, an aristocracy of the soil. All 
other considerations ol a sociohwi- 
cal character, for example on the 
eradication of individuals who are 
removed I rum their natural and at 
the* same time ideal environment 
which is the htnztthoU the form, or 
of a political character, inasmuch 
as the city as a densificd urban 
mass tends to spread mistaken 
ideas about democracy, i>v worse 
still* proletarian haired ot healthy 
values, are only subordinate to the 
principal effects of denordifica* 
turn, of the corruption of the nor 
die racial stem, or of racial dege- 
neration, according to the theo- 
ri/ings of one of the ehiei pro* 
pagators of the light against 
u rbani/a lion * Na i u rails t the 
struggle for the de-urbanisation of 
i lie Oernutn people, to be conduc- 
ted with rigorous racial hygiene, in 
l he name ol the ideology <jl Bint 
und Bode ft. wax not without pro- 



blems from the point of view of in- 

dustrial development. precisek be- 
cause of its expansionist and impe- 
riahst ambitions This cimiradic- 
Mun was never to he resoUed ex- 
cept on an ideological level where 
ruralisin served to furnish a tran- 
quil t/ing image i'j cover the much 
more solid reality of a war* 
orientated industrialization: the 
Blut wtJ oWru ideology, then, 
worked with the purpu>e ol mt Mi- 
Ucation and manipulation; hut we 
might also ask our.seHes whether 
something of this ideology, with 
the diaboli/al ion of thecil\ as the 
city of industrial work, is not 10 be 
found also in lite idea and icalitv 
of the concetraiion camps, mac a* 
lire eharicature that the) were ol 
the industrial eitv with the dam* 
ned from the soil constrained to 
forced labour as a first stage in 
their annihilation. 
Hitler inaugurated the German 
House ol Art oo July Irfth. 1937. 
Between the time of its coining to 
power and the year 1917, which 
marks a real watershed in the arti- 
stic polic> ol the Nazi regime, llte 
regime had not been idle. Political 
and racial discrimination had al- 
ready emptied German) ot most o I 
her best artists. The creation of in* 
dilutions for the regimentation 
e\en of artists and the purging of 
traditional institutions now hem 
to the uses of the Third Reich con 
stituted in thenisebes factors of 
profound change in the artistic pa 
norama of Germans, liven those 
artists who fell themscbes stron- 
#l> linked to German tradition. 
Mich a*> Barlacli, and who would 
never have chosen io emniif»rair. 
were forced into silence and despe- 
ration hv the obsiinate dcstie ol 
the new spiritual directors of the 



Reieh to sweep away anv trace of 
what did not Hi in with their ideas 
and to impose a uniform style' Bar* 
lach was not prejudicially hostile 
to the Nazis, in fact he tried to ma- 
ke some conciliatory gestures to 
demonstrate his loyallv to the 
new regime. The Barlach scandal 
was essential I v linked to the remo- 
val from the cathedra) ol Magde- 
burg of the monument io the fallen 
which he had modelled at the etui 
of the Twenties. Having already 
Ih'en the object ol shaip criticism 
in the last years of Weimar from 
military circles and National Con- 
servatives who did not recognize in 
it the heroic characteristics of the 

German warrior but instead accu* 
sed the artist of having given the t i- 
gurcs in the group features that 
were not cleat K £crmanit\ the pie- 
re w;is iraiisporlrtl to the National 
Gallery ol Berlin to remove it from 
the public eye in the Cathedral of 
Magdeburg and was later consi- 
gned to the museum store room 
"in the least ostentatious manner 
possible" as recommended by Ro* 
senher>: in the Sc plcmher of 1934, 

to avoid any further agitation 

beiny piovoked h\ :his work which 
had already l>cen the object ol so 
much polemic. behaving almost li- 
ke n>hhcis, it tame io be said, the 
Nazis gradually caused all Bar- 
lach s significant works to disap- 
pear from public places- and the 
artist himself was denounced as a 
KuUurholschiwiss, Jew. oriental 
and so on. Bar Inch died on October 
23i h, 1 93 S. having seen himself ev 
posed i" public ridicule in the ' de- 
generate" art exhibition, together 
with other artists like Nolde who 
had had no preconceived hostility 
towards Na/iism * 
The ftiirlach case well exemplifies 
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the fate reserved for anyone who, 
though noi abandoning Germany, 
warned lo preserve a minimum of 
digniiv and I rccdom of expression* 
But evident iv lln^ \* asiTl enough 
lot the new rulers ol art ( Paul 
Sxhul/i* \a11mbufi4, in 1930 dtrei* 
lor ol the Weimar school of archi- 
tecture, the old Bauhaus, had de- 
nounced contemporary artistic 
currents as "canccrogcnous"; Ro- 

BcnbcrKi for his ptfrrt P asked thai 
museums should be prevented 
from transforming themselves into 
"art hospitals". The category of ill- 
ness as an attribute of modern art 
serves to put down as pathological 
anv form of expression not confor* 
ming 10 the canons* in any case in* 
definable, of "German interiotiza* 
ti0n' r . The transfer ol the artistic 
capital I mm Ret lui i< ] Mujiu h m 
Hitler's Cei main was not acciden- 
tal and nor wa^ it due solely to the 
FQherer's parochialism. In ihe 
Twenties Munich had been a stron- 
ghold ot cultural conservatism af* 
ter the reaction to the November 
revolution :ui J lo the experience o! 
the council republic in Ba\aiia< 
Munkb. which had Keen the cradle 
of Na/nsm. deserved this rccogni* 
tion as a sign of the rep* Istinaiion 
of "genuine German art", and of 
the healthy renewal of artistic life. 
The day after the inauguration of 
llicllausdei Dculsthen kunst the 
exhibition of "degenerate an" ope* 
ned in l he pa Hers ol an ades in ihe 
garden ol the Residence. A ghmcc 
at the two exhibitions can serve to 
establish ihe distinction between 
gearie te and entctrset* Kmt\t r bet- 
ween permuted* or raihcr com- 
rnanded ,;:: and piolubucd .iil 
We shall leave aside the p&cudo- 
classicism of the Hails dcr Peul- 
schen Kunsi building u*ell wnb its 



colonnades that were supposed to 
s\ mbolize the "temple of art". 
The introduction to the catalogue 
ol the first of the Great Exhibitions 

0! German an lo he held ai the 
Ilaus dcr Dculschcn Ktmsl dclmes 
ihe character ol conservative re- 
storation which National Socia* 
lism wished lo attain/' It was revo- 
lutionary only in its sweeping 
away of the refuse ol Marxist* 
materialism. From the point ol 
view ot cultural policv Hie real na- 
hoe o( National Socialism consi- 
sted in the rcpriMuiaiion ol the 
most profound sense of (tcrman 
values, in 1 he reorganization ol the 
(kjniuri sphil and its obje<.M\e ol 
ihe organic development or the 
German cultural patrimonv" 17 * An 
exemplification <>f the works on 

show shows clearly what Nazi art 
wanted to be A poiuail ol Hitler 
and portraits of other Nazi dignita- 
ries; portraits ol exponents ol (he 
Wehmtachs; 'The Four Eletttenss* 
of Zicglcr; landscapes of a romanii- 
cizing style; scenes of village life; 
paiuiin^s of ihf world c it ihe pea 
sanl b\ Adoif Wissel and Thomas 
Bainngar trier amori]! the most >h> 
ted sterotypes <>f Nazi iconogra- 
phy; scenes from military life (two 
canvasses entitled kamemden re* 
peal one of the labourite nviiils ol 
military solidarity); port raits of 
aviators and SA men; the now ur- 
ban landscape breaks out only 
with an oleograph representation 
ol the new Na/6 party buildings in 
Munich, the drawings oscillate bet- 
ween pallid imitations of Purer 
and ihe composition ol Weitnatian 
political manifestos; In the begin* 
nittg was she word is the title of a 

Bunting in the Nazi realist style of 
ermaiin Otto Soycr which figures 
Hitler pc Homing his first act of 



pruselvti&m. among the sculpture, 
busts ol the Ffthrer and Mussolini 
jThoiaki and then conventional fi- 
gures ol men and animals with va- 
gue classical overtones. Tor the 
Following years the exemplifica- 
tion might proceed on similar li* 
ncs. with the accent during the war 
years on militaristic and heroic 
iconography. The anachronistic ah 
gnificancc of the rcprislinatioii of 
jjenre-piomm^ on the pari ot the 
\a/is lias been sharply underlined 
bv B lh;>/*\ 

Hvper -traditionalist and conserva- 
tive in style, Nazi painting is deli* 
ned essential!) In lis Content: ihe 
representation of the race as a race 
ot peasants and warriors is Us pre* 
lailine CoriuoLiliou' with the una* 

!e of woman as an expression of 
mility and maternity. In contrast 
to this, let us look at the aims and 
aiinmlt's of the exhibition of "dc- 
i;eiiejule ail". When he opened the 
House ol German ait Hitler had 
said: "From this moment on the 
(k'tiiuui ivopfe wilt not accept 
'works ol art* which arv not com* 
pivhensihle in themselves but 
vihieh to justify their existence re- 
quire bombastic inunctions for 
their use"j to continue In this way 
10 the extent of posing this polemi- 
cal and menaenni tpitsi ion; "1***1 
my dear stuttering artists of prehi* 
sloiv. And whal are tuu piodu* 
ciiiji? Demented and malformed 
cripples* women who can only inci- 
te horror, men who look rnore like 
biasts than men. children who it 
ihe> were like thai in real lile 
would be considered a divine cur* 
sv: And these abominable ama- 
teurs dare to ofler all this to our 
contemporaries as ihe ait of our ti- 
me |.,*| No, i here aiv onlv tun pnv 
sibj lilies' either these soeaHed ar* 
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list* really sec thing* in ihnt way 
and mi Ixrl i<:\ c in what thev repre- 
sent: in chat case it remains to u* to 
inquire into whether iheit cross- 
cycdncKs is due mechanical causes 
or in ht-icditurv* In the first case 
we should led profoundly sorry 
lor tilt's** unloi lunate** jii the se- 
cond ca*e it would he important 
l'ii- ih<* Mim>U\ ill the Intei ior of 
the Reich to "sec to the prevention 
at least ul the lurther heieditary 
transmission of similar hon tiling 
visual disturbances* Or else these 
people themselves do run belie* e m 
the i L-jlitv ol such impressions but 
use them for other reasons io br mg 
disgrace on the nation: in that case 
the procedure becomes a question 
at criminal law" ". 
Hit 1 't p..i J. to the e.vhiniiion ol de- 
generate art" grouped the works 
together in nine sections* Starting 
from the most general one inten- 
dec! to show "the haitMMMn ol the 
drawing from a manual point ol 
view", or ntiher the lateiation ol 
lorm and the "contempt lor id I the 
craftsmanship aspects of Hguratt- 
ve art", even to the extent ol de- 
nouncing "the absolute stupidity 
of the choice ot subject", the exhi- 
bition reviewed work* on religious 
subjects (in which there was a pre 
valence ol the Jewish derision ol 
every religious image); works 
which showed the polii it al back* 
£ round of artistic clcgeneracv {in- 
cluding political and artistic anar- 
ch* and the class struggle): works 
of a clearly political tendenc) (the 
denigration <d the German soldier: 
the anti-militarist works of Otto 
Dix are defined a.s "militate sabo- 
tage in painting"); the moral aspect 
ol artistic defeneration ("lor the 
'artists* represented here the whir 
lc world isctideiith one great bro- 



thel and humanity lot diem is com- 
posed onU <if prostitutes and pro 
cureiV*); works of a Marxisi- 
bolshevist influence which sought 
"the systematic destruction ol the 
last residue ol anv lacial conscioii 
sness". the representation ol 
idiots, cretins and prtralvtics. seen 
alongside negroes as the ideal ra- 
ces of so-called 'modern" an. (he 
section reserved entirely for Jews, 
cuhrunai mjt m a final section defi- 
nable as "total folly** {Cubism. Da- 
daism< Surrealism. Const rod ivistn 
etc.) 10 - 

In conclusion, the triumph of pro- 
\inviaJarion the one hand; sondem- 
nation and defoniiat ion ol miller u 
art on the other. But it wasn't so 
much a ease of taking up an ideolo- 
gical position as a cultural policv 
measure destined to become ope- 
rative. What it must have sigmlicd 
tor manv artists, was the los* of 
the nossihiliiv not onU to exhibit 
but often even to work* 1 , the di* 
spcrsion of many works of an or 
even their pure and simple 
destruc I ion '. 

Plunder: the spiritual struggle 
against the enemies of the Reich 

In disci iminatin^* against »ir tislJC 
currents and works of art the Na/r 
regime took upon itself the powei 
and right to collect for itself all the 
best examples ol classical art* The 
eivih/m^: mission with which (»" 
many invested herselt and the ra- 
cial i eelarnation ol F.urope became 
the basis for legitimizing the con- 
centration wjlhui llic Reich of .ill 

the best works oF art to be found in 

the area occupied hv the HW/f 
tnuihf. I he phenotnencilo^v ol the 
plunder is extreme!) complex as 
were the motives on which it was 
based> The products ol degenerate 



art 1 suffered a varity of fates; some 
ot them urere sold abroad for the 
purpose of obtaining precious fo- 
reign eurrencv: the Lucerne auc- 
tions of 1939 and 1941 held on be* 
half of the German government 
had this aim' 1 . In Berlin, on March 
20lh, 1939. to clear out store rooms 
needed for goods more useful io 
the wartime economy, more than a 
thousand confiscated canvasses 
were burnt along with almost four 
thousand drawings and waler 
colors^* Rose Valland testifies io 
an analogous bonfire of modern 
art masters, from L£ger to Picasso. 
from Miro to Klcc, five or six hun- 
dred works burnt in Paris at the 
Jcu dc Paumc on May 27th. 1943'*. 
This does not, of course, alter the 
Fact that whilst ostensibly diaboli* 

/mi; modern ..! . lor motive:- ■►! 
profit or greed for plunder, or even 
personal vice that was not fo beco- 
me public virtue, the most rapa- 
cious of the Nazi dignitaries took 
possession of masterpieces of litV 
pi cssionism such as on other occa- 
sions were auctioned or burnt. "Au 
cours de dix visiles au Jeu de Pau- 
mc en 1941 ct dc quatre en 1942. 
Cue ring $c reserva dix Renoir, dix 
Degas, deux Monet, trois Sislcy, 
quatre Cezanne et cinque Van 

Gogh* * 

The first consequence of this di- 
scrimination in art was thus extre- 
me discretion a* regards the di- 
sposition of art works on the part 
of a group of powcrlul men who 
considered themselves the masters 
of the State and who identified sta- 
te structures with thcirown perso- 
nal fortunes. On the 1 1th January, 
1943. Alfred Rosenberg, on offe- 
ring fiftieth hinhdav greetings Io 
Marshal GOrmg, paid homage to 

him in these terms; I \wukl like to 
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pass on to you* a lover of figurative 
art, a Dutch painting as a small 
moinenio for vour museum. The 
naintinp is bv Jacob Adriactts Hot- 
levois. painted in the XVIIth eentu* 



> pan 
id is 



ry, and is entitled: A sirewh of 
sea' iX . Rosenberg again, on March 
16th of the same year, for Hitler's 
birthday sent the Fuhrer 'a portfo- 
lio with photographic reproduc- 
tions of some of ihe mosi precious 
painting* taken into safekeeping 
by my operational group in execu- 
tion of your orders in occupied ter- 
ritories' of the West, part of the ar- 
tistic patrimony of the Jews, bv 
now ownerless*. This portfolio re- 
presents the integration of the 5) 
very precious art works already 
forwarded to your collection as a 
result of this operation. Even this 
portfolio gives but a pallid idea of 
the value and extraordinary quan- 
tity oF the an works conhscaied nt 
France by my office and hidden sa- 
fely in Germany'- At their mm 
meeting Rosenberg expressed his 
intention of consigning to the Fiih- 
rer another tvvemv portfolios of 
pii oi< icraphs *m 'he hope — hi* ad- 
tied — that occupying vourscll. ho* 
wcver briefly* with the beauties of 
art so close to your heart will bring 
a ray of sunshine and toy in this 
moment of dilf icultv ana areatness 

pre- 



that you are aitraver^ing 
sent 



.; 



Two weeks before the capitulation 
of Stalingrad there is link doubt 
Lh.it Hiilri had need "I j ia> -»f 
sunshine. 

The two quotations arc interesting 
again for the li^ht thev throw on 
the praxis of plunder and its perso- 
nalization, and no less on the part 
played in it by Allred Rosenberg, 
ihe ideologist of ihe Na/i party 
who never attained recognition as 



official doctrinarian of the regime 
but who was always employed in 
low power operations because of 
his fanaticism, to the great advan- 
tage oi the Reich or its rulers. The 
ftitii lions perlorinviJ tw Roseili>er^ 
give the measure of the plan lor 
the systemic cultural improveri- 
shment that the Great Reich Inten- 
ded to impose tin the whole of Eu- 
rope; the methods u*»cd by Rosen- 
here are <i]£iii1icaiit ol ins sctviiilv 
and fanaticism it>gcihcr with his 
unscrupulousness and the ambi- 
tion, personal interests and total 
arbitrariness that were involved in 
these operations. 

It. (mm l°M t ihe praxis ahead* \^ 
use Tor years ut confiscating and 
freely disposing of the products of 
'degenerate an' and art objects be- 
longing to the Jew\ was comlied 
within the Keith, idler :he begin- 
ning of the invasion of Poland this 
praxis became general lhroui;houi 
Hurope* Brenner, in her text which 
we hiue IrccnicntU cited here, un- 
derlined the capillar* nature of 
this plundering in the two cases of 
most accessible iio< iimeniaEion, 
Poland ami France. But almost 
contcmponuicouslv the Se\dewil* 
/es who hud access to ihe arermes 
of the Dresden An Gallery, weie 
able io document just how vast 
and icmUoi ulK w ides pi cad was 
the work ol selection Irom the Eu- 
ropean artistic patrimony, inclu- 
ding the removal of works from 
IiaU even he I ore September 8ih 
1943: in fact. Hitler. In the choice 
ol works destined lor the setting 
tip ot the continental museum *il 
Linf, used the director of ihe Dres- 
den Art Gallery, Hans Posse as his 
consultant"* 

As can be seen from the first in- 
structions ^neri io Rosenberg, i iil" 



twi> conceptual taiegones <>l pri 
mary importance in legitimizing 
the sacking i>l invaded Ku rope '^ar- 
tistic patrimons were those ol the 
Ari ant/at ion ol Jew i -. . ptopcrty 
and the recuperation to the genua 
rue nation of works dispersed 
throughout Europe* It was not im- 
portant io establish, especially as 
regards the latter, the historic 
exactitude ol the claim; what was 
important was loaf I inn and impo- 
se it wherever theie was an\lhing 
ih jt was iir could be considered as 
*eermam/ahle\ "Objective seicnit* 
tic research — says the official 
text edited foi Gi inian administra- 
tive use of the general Governor* 
ship hits never nourished doubts 
that all cultural work*, ul cterlu' 
Sting importance in the Vistula 
area owe then origin Io the work 
of Germans... in this area no wOl k\ 
ol trulv Polish ethnic oiL^iii hate 
ever been produced. This is true in 
the field ol p<imLine.. ot aiclutcclU- 
re ajid ol sculpture as *4 .ill the 
oiher hue arts and all branches of 
science' 00 . As it this were not 
enough lo indicate ihe rote I hat the 
pillaging of cultural patrimony 
was to pla\ in the destruction ol 
the cultural and national identity 
ol Poland, com lc i unci I to non- 
existence as an autonomous mdni 
dual slate, one need on I V Consider 
the words with which the Cover* 
nor General ot occupied Poland, 
Hans Frfcnckt Minister of the 
Reich, inaugurated the new* state 
lihrars m Cracow on April 4th. 
1941; The purposes of this lihran 
cannot be measured only in terms 
based on [he more or less transito- 
ry circumstances ol ihe moment 
hut on ihe in Jest rue table primary 
Koortihiiion ot Gcimatt mi^hl. And 
IE the garrisons in the town express 
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the will ot the Fiihrer that this ter- 
rilory should remain permanemlv 
in unrated in the future wtihtn the 
German sovereignly d die funda 
menial law of the Fiihrcr must be 
pul tnio practice here so that this 
territory will never again be trea* 
led as occupied lernton. but as an 
integral part, a contiguous territo- 
ry (.WJWii/ti'Hft of i he German 
Reich' cultural guidance and the 
spiritual m^pii at ion bieathcdover 
this territory* too. cannot but come 
I torn the Germans. From this mo- 
ment on, whatever is not (German 
In this area shall be considered fo- 
reign toit** 1 . 

W 1 1 tli these* words a real and true 
process <*t national expropriation 
was announced and put into prac- 
tice: artistic and cultural spolia- 
tion was run the last means used Jn 
the realization ol this object* I be 
stoi> ol the removal to Nurimberg 
ol the altar of Veil Sio&s from the 

Mai ienkirehc at Cracow would In 
itself be ft chapter sullicicnl to illu- 
strate the methods and damages nl 
the plundering. 

The niosi authoi itaitve and power - 
tuL ligurc in the Nazi hierarchy we* 
re involved in the looting- under va* 
rious titles. Hermann Coring, in 
particular, who was second-in* 
command to Hitler had no need of 
any specific title to authorize his 
intervention apart from his name" 
his personal interest as a collector 
and hi* notorious over hear injtness. 
Secondly. Himmlcr. a* leader ol 
the SS, the racial elite of the regi* 
me and of ihc/Wmc'tfcrta'-asthc in* 
sirumcm ol racial research lor the 
consolidation of the punlv ol the 
German race, was in a good posi- 
tion to participate ir> the conlisia* 
tiou ol Jewish property to aid his 
" re SeaXC hes 1 I as 1 1 \ % Rose 1 1 1 >e r v % to 



whose Einsmz&tab was entrusted 
ibe job of cultural (and racial) re* 
clamation in occupied territories- 
Rosenberg worked with particular 
zeal in occupied France, hut when 
he became the Reich's Minister bit 
occupied territories in the East af- 
ter the attack on Ibe Soviet Union 
he uas able to greatly enlarge hi* 
area of operations 
In the West, too. this complex 
plundering operation had the gene- 
ral aim ot depm itifl diverge cultu- 
ral environ n ler us ol their specific 
values and underlining propagan- 
disttcallv. pnor to the initiative's 
being Carried lo its conclusion, (he 
assumi;ioili() — It not :hc coiuplc* 
ie homogeneity — * of certain areas 
as regards the germanic character 
dotmed to predominate tor ihe tu- 
turc according the Vi/i plan. In 
these terms, the country whose av 
simtlation «;i\ most slion^U insi- 
sted on was Holland, on the pre- 
text that the deepest foundations 
of Dutch culture belonged to a 
common germanic origin, and with 
the accenl on the idea that racjalh 
and spiritual)) the Dutch belonged 
lo the western horik-T area or the 

germanic ethnic commumiv'V In 
FraiKc the propaganda ot such 
theories was n great deal more dif 
ficulL In laet. the orders given h> 
Rosenberg bad rather a different 
tone. On March 1st. 1942, Hitler 
del tried Allied Rosenbergs task as 
follows: 

"Jews, freemasons L\n%i the ideolo- 
gical enemies ol Nut ion a) Socia* 
lism allied to them are presently 
making war on the Reich. The sy- 
stematic spiritual struggle aganw 
these forces is a job which is b ne- 
ccssit) ol war* 

I have tberelore asked the ticiclty 
fetter All red Rosenberg to earn 



om this task uiih the chiel c>! tin- 
Supreme Command <d the HV/tr- 
macht. His operatives in occupied 
territories have the right to re- 
search the relative material, sif- 
E through libraries, archives? 
_;es and cultural and ideological 
institutions and to confiscate ii lor 
use in the ideological work of the 
NSIMI 1 and for future scientific 
work and research in the Senior 
School (ol research and National 
Socialist doctrhici. The same ru- 
Itng applies to such cultural palrl- 
monv as is found lo be the proper* 
\\ \*\ Jews, be it ownerless or of du- 
bious ownership*** The Wchrmatht 
High Command* tor us part* had 
from September I7ih 1940, on- 
wards alrvadv determined that no 
opposition against the confiscation 
or transportation of goods lo Geo 
man> wouid be recognized, given 
thai Rosenberg was' authorized to 
take to Germany and pul into safe* 
keeping such ol the cultural patri- 
mony as he considered valuable*, 
decisions on its ultimate utili/a* 
lion being reserved to the Fuhrer**. 
A storv wmt'ii ot multiple conipli 
cities: diplomats (Ribbon trop and 
the Ambassador Abet/ had a funda- 
mental role in the sacking, not only 
ul Jewish piopejtv, in Fi'aiKe. the 
militar) dm hi*; looting operation 
would have been possible without 
the It I'Jtnrtflt'fn] ihe police, anti 
quarians. aij experts and proh« 
icers of every kind. Before the Lu- 
cerne auction ot 1938 Goring look 
possession of 14 rare masterpie- 
ces, from Impressionism to Ex- 
pressionism, from German mu- 
seums in order to use them in ex* 
change for classical masterpieces. 
The confusion of the authorities 
and carious competent bodies 
competing to Like possession ot 



21 



the sank* loot musi hmc been such 
lli.it the German police authorities 
themselves fell constrained lo 
asked thai some order was pui into 
Ihe plundering procedure, given 
i hat otherwise any German soldier 
considered himself authorize to ta- 
ke an> piece uf an or furniture 
thai intercsled him from occupied 
territory lo furnish his home or of- 
fice* It is no I possible logo into (he 
details of this story which often 
sounds like something from crime 
literature, The story has, in any co- 
se, been told for the most pari, as 
we have said, by Brenner. Seydc- 
wilz and others. 

It is more important, in conclu- 
ding, to iet urn to the aims which 
lay Behind the whole operation. To 
<.larily these even further we can 
eiie one last documem. On Novem- 
ber 21st, 1940, Marsham Goring 
wrote a long letter to Rosenberg, 
chief ol the already much mentio- 
ned operations group in France. In 
it, among other things, he wrote: 
"As regards tlw cultural patrimo- 
ny confiscated in France I wish to 
communicate briefly the follo- 
wing. Alter a great deal of effort I 
am very* pleased to see that an offi- 
ce has at last been designated lor 
the collection of objects, though it 
should be remembered that ottMH 
offices have full powers conferred 
on them by the Full re r in this re- 
spect, such as the Foreign Minister 
of the Reich, in the first place, who 
some mouths ago sent out a circu- 
lar to all departments in which he 
has, among others, authority over 
occupied territory, informing 
them that the safeguarding of cul- 
tural patrimonies had been entru- 
sted to him, 

I further believe that the Ministry 
of Propaganda of ihe Reich also 



has the job of certifying the docu- 
mentation relating to such art ol> 
jec1& as were at one Lime removed 
from Germany and slid have to he 
brought back to Germany, But this 
is chiefly a question of objects 
found in the possession of enemy 
museums. 

I have promised to give all possible 
support to the work of vour colla* 
boralors and to put at their dispo- 
sition all which has been lacking 
them before now, that is lo say, 
transport and surveillance person- 
nel, and the iMfiwaffe i* under in- 
struction to offer maximum help. 
Further to this, 1 would like to in- 
form you that I have been able to 
remove from their hiding places 
some particularly precious art ob- 
jects which were the property uf 
Jews, as for some lime now h I have 
been uncovering hiding places ve- 
ry difficult to find by bribing and 
employing French policemen and 
detectives. Work is still in pro* 
gress, along with that of my autho- 
rities in charge of the search for fo- 
reign banknotes by creaming off 
safe deposit boxes in the banks. In 
both cases the result ol the opera- 
tions will be communicated to 
your Ein$atz>mb who will corner 
and collect the goods. The collabo- 
ration ai present going on between 
your operations group and Mr 
Thurners Paris office seems to me 
exemplary and exceptionally suita- 
ble and promising. 
To prevent mistaken ideas from 
arising about ihe objects which I 
wished to claim for myself, and 
which In part I have acquired by 
purchasing, in part would like to 
acquire, 1 wish lo communicate to 
you the following: 
I) Thanks to purchases and ex- 
changes I possess today what is 



perhaps the most important pnva* 
(e collection, at least in Germany il 
not in the whole of Europe. These 
are works which I summarize un- 
der the concept ol prolonordtc 
masters, or prolo-gcrmanic, the 
earliest Dutch and Flemish, 
French Gothic, boih painting and 
sculpture. 

2) A fairly wide and highly valuable 
collection of XVEllh century 
Dutch. 

3) A relatively small but veiv fine 
collection ol XVII It h century 
French, and lastly a collection w 
Italian masters. 

The entire collection will be kept 
verv worthily in ihe Kahnhall and 
will later puss to ihe State as my le- 
gacy with the proviso that the Gal- 
lery 1 must remain ai the Kai inhall. 
The Fuhrer has looked upon my 
project with great favour and it 
has his support. 

To integrate this collection I plan 
to buy a few works from confisca* 
ted Jewish properly. These will be 
principally masters of whom I as 
yet possess no examples and works 
necessary for such an integration. 
From lime to time I show the pie* 
ces lo the FCihrer. Purchase is ba- 
sed on an examination ol ihe ob- 
jects by a French expert |*J The 
purchase price is deposited with a 
person of trust nominated by the 
German State f.,.|. 
As we are dealing with hundreds 
and thousands ol paintings this is a 
very modest percentage, Up lonow 
ii comes to about fifteen paintings. 
But I maintain that this percentage 
is legitimate, if only because il is 
possible to demonstrate that 1 
unearthed a large part of these 
works from their hiding places 
thanks lo m> own personal ellorts. 
As regards the most valuable parts 
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of the collections naturally the 
Ftth/fr luts i hi" i i til it Ut lift joV their 
destination Uut there slid remains 
:m extepttonalK large number of 
objects, probably in ihe order of 
some thousands, which can be uti* 
lized to deeorale party and slate 
niftiest as well as to rill the mu- 
st- urns'* 

Lp to now we have heard tEiL- voice 
01 Gtfnne which render* as explicit 
as Could be possible. iHl- request 

lor Rosenberg's complicity, fhe le> 

^itiin^ic > i ft .i r.tkc^rfl from Uie lixji 
and the destination ol the works 
which weie lo erttuh the Reich, 
Very liule is said ahoul Hitler's ro 
le. Hitler had an ambition to create 
at Lin/, the capital ot northern Au- 
stria, the legion ol his hit lh, one of 
i he btggcM it not the biggest mu- 
seum in the world, or at least in 
P.urope Alreadv inclax he lold 

hi& collaborators — the Li iu Galle- 
ry, 1 believe, would War compari- 
son with am ol the most modern 



American n. 
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» To make 



Litu into a world capital was ihe 
dream ol a provincial who haled 
Vienna, the great city, and :hc co- 
smopolitan Viennese. It wa> die 
prmincial ideal ot Hitler coming 
lo the surface again, only in this 
case it could onh be fulfilled by 
pilla£in£ throughout I Europe, be* 
ginning with the confiscation t>t 
works I n>in ihe Viennese Jews * In 
1945 whole lists of work*, declined 
to go to Ltn/ were found, arriving 
them wa> Leonardo^ Lcda which 
had been taken (torn Italy*. Lin/ 
was further seen, in competition 
with Curing as the muscugraphic 
pole in sou [be rn Gennanx that 
could be set against the Karinhall 
the chie' eenUv hn arl work** of 



as 



northern Germany* 

Once ti bad given veni to il$ anfi- 



inodernistn with the condemnation 
ol dceenetate iiii* anil where pos- 
sible with its commercialization, 
the Third Reich carried out a se- 
cond ope rat ion. that of annexing to 
itself all the masterpieces of classic 
cal an by a son ol spiritual gcmia- 
ni/ation. Bui as if all this were run 
enough it tried t*> despoil the who 
leol liuropeand prcvem am oilier 
country from possessing a bigger 
or richer patrimony ol art works 
than the German one Kicrv cultu- 
ral consideration was suboidina 
ted to ihis last objective, not an i&o- 
lated case but a tare one in its \v* 
stcmali/aiion and its breadth, in 
the history of spiritual and mate* 
rial plunder of cultural pattimonv. 



1 ADotf Hma hitin Ktmpf, Muncbeu 
193*. p. M3. 

' The prccreding quotation* art taken from 
lha lc*t of a speech bv Hitler reproduced in 
jostni Wult /tie Bitdtnden Kunstt im Orit 
itm RticK Hittm DakittttftttoHOK Ralnbtk 

for a *e*id»of cxtftipliffcaiion* oc the u- 
**DQ of an typical to the vtdkueJt tnhwrc of 
the twenties and Thitoc* *aa iht above' 
pientMwicil work In J, Vy^c, twi»t 

* Airwiu Rowvawc Dtr Mtfhm aV* JO 
fahrhtittdtrf* Eine Wertun^det tttlitchgti. 
j/igen OrAtattenk&mpfc umcrtr Zett. MUfl- 
chen, 1934, p- 120. 

A. R<ttP*aou*, in-, ni. p. 39, 

* From an article by Illtta of t*>34. repro- 
duced 111 X WVLP. v <it. p. 2J6. 

cl ADOLF lima MotnfUvf im KlAnfJ- 
havpiquamer |94f l*M t Die AufKiriuiun* 
£*zn Mciiii K'h Jlo;r» Mcpvit-^eiM'tH'fi vi»n 
WViii<< l<xhniiiin ttarnbura ftw). pp, 399- 
-100, to Ibfl dale June 13'h t**3. 

* A. Hrn*R Afoi»oJ™- a/, pp. 3»*M47. lollie 

y Amurij* lV niiiin uuik«» wluch in r»xeni 
■rcaira have ireaitsJ *A th:> rK^ibk-m it t> 
fntouah lo nwntfon Ptrta, put* 0j* fUiti* 
ntrStatonan Uodente Kuntt und ihrt 
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NaiuntaivKUxtiuttiti, Rcinbck 1963; among 
Ute amcftil ttorlu •mctt-isit^ly publuhed 
t*n uk mbwit a utctul ^nthcUb k REJt* 
llaHD MUtKEB D*p MlnVfiaVnr ATirn*'* im AV 
fi0nii/iofaJir"riMi 1 Kulttiridcotorie* 
KutlHtpatM-ktdtutpnHtnktiaK Kotn IW3. 

11 h B«N^Mt, £Wc Wwr bttrgtrticktn 
Kuwt-l*witf!ton. Vie politick* for?m> 
miu «#rr rnrNuftc^nfi j4Aii</ffuV dtr Ktimtt 
aiVftlXSuifiajui 1*72. p 12 
11 AowhfJftvnthettoof oWtimeniatkH) and 
studio ot the argument uofTcrcdby tbeca 
latqgua of the exhibition otHAnifcd Fifty 
\wr* attar iha bummiof pranibaled bookv 
praDOted bv the Academic dcr kumtc of 
wcm Bcinn: Da« uaf cin Vorapinl n\ir.,/, 
BtivthTvcbrcnnunit Dcut^hland 1933 \t> 
iiit**cinm£cn und Mecn. Barlin I9fi* t fur* 

I her coj&taeratioa* and b^blkwvptucal 
contribution* on the argument taJiba found 
In £ cottoiii. a cinouanCMimi Oalla Mach- 
tcrarcjfuiuj 1 ; EkauMuu-uocialismo tra ••torio- 
IRaTU r fuJiuta polling, io ibe 'RiviUa di 
atOriaeoDtcOipoiwm' 19A4.no. I, pp. 1-41. 
M We quote one of the mo*t slgnificjint 
tc\U on the argument* a true clfcvuc of Uw 
kind: H«*S rR. Gcxthui Ou VmUdir 
fu>%$, Ihrc Cc/ohrtH f&r VoIK undSnutt vtmt 
Standpunktt tof Ltbtrnfarahunf. und dtf 
GealtithalliWUitmchafL Lcipzta- Berlin 
1934. 

IJ it EJENESI ptrta Entst fttr/arfr wtd die 
ttatuttwtiaziittiiche Kttwtpoftttk. Eittc <k* 
kwtfftiariichc DamcUung zur "enfa'len 
Kmut\ Mandien 1985- 
** Ab d<Kume"iaivsl ai»uinfio«l»<rptae(i,in 
the catalogue of the great exhibition «d up 
bv the Stadlmu warn Ok* Zwwl&r takrt in 

,T Grtnst Dtuttch* KunU4ktw*ttHH& 193? 
Im ffaut 4er Omiscfcrn Kwnt ;u MthKh*n t 
OffuJetlei Aufalellunc&kalaatg, p. 25. 
19 cf. BEklHoui HI**, to iVuiuj tm 3. Rtich. 
0okwtt*nt4 d** Vw4*^Ytiu**i Frankfurt on 
M. 1974. pp 12*125 tcaiatoguc oT the 

Kr.mkfu] L . c\hibituni ■ ■ f NT4|. A dul xc.ic 

ral wwk by ihc *an>e Author. w« to ftaf*- 
nff on iUutuhen FatfMttnt** Kuwt and 
iVonteireiWwtion. atunchen 1974, 
■* From iheicttiparnallvirviMlacad by this 
author mE C«">ni Nan**nio e wcieta te 
desca H33 1949 rutin 1942 pp. 22S*2Ki 
** cf. fuhrtf rfwir* ** Att&i*tttm£ Eniatre* 

■V A'.-*-i,'i. Bfrtiu urutoitAi :1937), 

II Ap*rt from Brcnner% woif. of a genetal 
nature, an uldhmnlHbtc 1 thounh dated 
work fa FaAW RON "Entortt: KvnttZ Kim\i- 
fyftbarrt im Dritten /tWfc Hannover 1962 
*" On the canonjuence* of diicrimiunltun 
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on method* ol artiilic pruductam under lh# 
Ihird Reich iwo rec£mt»hibM*oa* offer im- 
portant doc u menial un; "he ltr*i promoted 
b>ilw^ilhdm<LchmbrMt;kUuwumorDifls> 
burit Vf JDof*w- VerfDJgi. Kwtrtdikwor i«r 
J. ff«c* (IftUk the second by the KuitfasJIo 
of Hamburg: Kunu untttm Hok<nkr*Hi in 
Hamburg tm*h 

** F. ROW, dp. (ft, PP. 56-57. R. MEftKfiH. op. 
dr. t p. 155. 

*•* I B*E*se* /Wr AjtniUKifcfri de* iVOrio* 
Hd/wcio/wmi fell., p 1 10) 
^ Ro%£ Vftli^ttp Le Front dc I'Art, Paife 
1961. pp. 17S-I7V. 

* SftfcMi Wilson La vk urxhtique a Paris 
toui loitrtptttitm at ihc George* Pompidou 
Centre. Aid* Aim, lOT-IW.ParblWtpi 
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TeM reproduced in J + WVU". op. ei'i. 
44*. 



24 Again in J . Wui*,<i0Lftf.»p.4&. 

** Rind und M»X SETOtwtrc, Dur Daw mir 

dew HtrmtUn. Der grasfe JCuiUfftfufr aAVr 

&ifm BeilJn (EMI 196J; the title U token 

from the celebrated Leonardo «>vle portrait 

of Ccf1l»a fjallerani which the ijerraan* 

look from the mu-*ecim at Cracow \t>* Scv 

dcfeii/ became curator of ihc Dresden Art 

Gallery after the liberation 

* We quote Irom the work edited by M*3E 

Fi^heuTDVPlBLftuGrwrrti-Gooreinwew 

Wdttbtm. 1942, p. ML 

11 cL Staaubibltothek Krakau Fetrrnc*r 

EfQffuttt 4w$h dttt M*mt GentratfatiVtt* 

n*ur Rttchimtniiter fir. Frank o/if 4. Ap*it 

** I. B*l**«i Pre KniuWiiia; aV* AMfr 
rto/wilafti»wa dr.. pp. 113 onward; JLttM. 
Stturwiw at. lo particular pp *M*\ 
" An exemplary title, the spirit informing 



the work, l hi*, too official, edited bv Max. 
Freiheir Du pom and Wfiu Javkf. 0« .Vie- 
aYr/ottoV %m Vmhmttck der fatten Atu und 
wur Btttthtsngtrt zu*n RtKft* WuffburjE 
■rMi 

M Te*t m J.Wii/.^cj/, pp-4lMlJ 
15 T**r In J- Wiu, op dr.. pp 419*441. 
w VIInunAfdrMJofr.d^p IJcMoihedo- 

U 23-24 Dtnrnber 194). 

" On the profect for the Um muwum tf f. 1. 

BKINNHL Dtf KunxipoUUk, <tl . pp 154 on- 
ward. R. u M SfctPtwitx. pp d/. paut'm. 

and J. Dutr-ma. and other*: HUlt/s Stdaif. 

BaupoMiik im Dntien Retch* tine Ooktt 

mentaitm Wen K6ln 1»?». 

• Tbe clrciamumxc had dlraady be«i iw 

led in t B*F**ea Dt< Ktm*ipatitt& at. t p. 
loO and almost coiiiempor4iiKOu*ly by ihe 

SEYDrwiirE^ pp. 66-67^ ^rll informed on 

uV removal of an woHt& from Italy. 



Mr Smith's water 
colours 
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Mr Smith's wafer 

colours 

RUxurdo Mfiriani 



With an article entitled "Art as the 
foundation of the creative force in 
politics' of Apiil 24ih 19W, the 
V&lkischer Beobachter announced 
the publication ol a toilet tion ol 
water colours by Adoll Huler, edi- 
toil by Hctnrich Hoffmann, official 
photographer oJ tht- Reich andpci 
conal photo]?! apbci lo Hnlcr hiiu* 
self. There were seven water co* 
lours mx printed in colour and a 
seventh in black and white. 
In presenting these works, the 
commentator states ihai the Ger- 
man *t*te has assumed quite natu- 
rally a particular anistic Form un- 
dei" ihe direction ol Miller, artist. 
architect ant! huildei ol the Nat jo* 
nal Socialist State*. Re i erring, 
among other things, to the 
FOhrer's artistic pant, he says: 
Today we know ihat il was no me- 
te atcidciK t3i.it Adult HiJtcr was 
not at one lime numbered among 
i he numerous pupils of the Vienne- 
se Aeadcmv of Painting He was Je- 
st ined lor higher things than beco- 
ming a ^i»»<l painter or perhaps a 
good architect. His pill for pau> 
Mng i* not An incidental aspect ol 
his personality but a hiiidattu-jual 
halt whkh is pan "t the crux ol 
his existence, There exists an hill- 
mate, unfailing link between the 
FuhrcrS artisiie works and his 
great political works. An artistic 
nature i* »Im> at the rool ot his de- 
velopment as a politician and sta- 
tesman. His artistic activities were 
not lust a casual pastime ol his 
youth, a side channel Into which 

the political genius ut the man 
could flow, but a luiukuiKmal eon* 
dilion of hi* creative idea in its to- 
tality^...) The Hihicr has given the 
term politics a sense of construe- 
I ion. and he couid not ha\e ai r j\ed 
at this il il were nut thai his politi- 



cal idea developed on a basis of an 
understanding resulting from his 
personal aclivitcs in the creative 
.1. : Meld*. 

In truth, there has been far too 
much written on this artistic pasi 
of Hitler's, much o) it irrelevant, 
especially where a possible link Is 
sought between his 'experiences* 
up to IMI4 and the adviuUx tonic 
and general artistic achievements 
of the Third Reich. The opposite, 
rather, is the case in the sense that 
there exists a real tracture bet- 
ween Hitler's first pictorial expert* 
ments and the later indications gi- 
ven lo the architect. Spcer. cancel- 
mug ihe design of various monu- 
mental works 

Spccr himself in his memoirs gives 
an account of Hitlers cultural *rc* 
formation' after the meeting with 
T roost. 

"His attitude to Troost was almost 
thai of pupil to master, and it re- 
minded me of the uncritical admi- 
ration I used to have for Tcssertow. 
It was an aspect of Hitler that I ve- 
rs much liked I wa- ama/rd by ihe 
fact that this man, object of the ad- 
miration ol his followers, could In 
Iluti he capable ot such adulation. 

Considering himself an architect, 

he bolted before the genius ol a 

master in this field. In the field ol 
politics be would never have done 
it. lliifet recounted with great sim- 
plicity how when he saw Troosfs 
wort **lhe veil tell from my eyes". 
And be added: "From thai moment 
I couldn t bear the things I*d desi- 
gned up to then, whai good fortu- 
ne to nave mel that man*" Good 
lor tune indeed*ioiilinues Specr* 
without T roost's influence Hitlers 
taste in architecture would have 
been some tiling unimaginable. Jt 
was Hitler himsell who once sho< 
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wed me his album of sketches 
which must have dated back to the 
early Twenties They were rough 
designs ol building* 'representati- 
ve* in l he iuM>h;ir<H|uc sivle ol the 
Ringsirassc ol Vienna, character)- 
stic of the Nineties. A curious 
thing, mixed in w i:h these architec- 
tonic projects* sometimes on :he 
same page, I he re were sketches ol 
firearms and warshipsV 
So much tor the testimony ot \)* 
her I Speer, an assiduous and privi- 
leged collaborator whose ncremp- 
loiv judgement is substantial! v ne- 
gative us regards the dictator'* an 
lisiic inspiration, enamoured of 
French and Austrian fin dt siicle 
architecture. In fact, the buildings 
which were accorded Miller's hi- 
ghest praise were those which had 
impressed him in his days AS St 
voting aspiring artist: the Paris 
Opera hy Charles (.iarrnei, which 
he only knew From illustrations, 
and ihe Vienna Opera 
Generally speaking, hiscultural re- 
ferences were orientated toward 
certain mannerist productions, to 
the works of Itehncr and of Fellncr 
and likewise to certain XiXth cen- 
l tit's architects like CU i [ 1 1 r ied Sem- 
per, designer <d Ihe Opera and Art 
Gallerv ol Dresden and of the Pala- 
ce and the Imperial Museums in 
Vienna. 

in the field of architecture — 
Speer testifies again — and likcwi» 
sc lhai ol pain liny and sculpture. 

Hitler remained fixed in the world 
of )r;\ Miuthp the world between 
1 WO and IM14, the period responsi 
hie not OnJ) for his artistic tastes 
but also for his idcotog>\ 
As is well known. Speer wrote his 
memoir \ in the Spandau prison as 
a heafcrt uud intpri*oricd w?/in* and 
frankly, such a drastic condemna- 



tion is Mir prising after such iiik on 
dttional service, Ivot thai Hitler 
was anv liellei than Speer makes 
htm out in these writings, but cer- 
tainly Speer himself, and the point 
is worth underlining, was the doci- 
le instrument who knowingly en 
cou raged the Fuhrcr in his pro- 
gressive cull ural invulul ion, at 
least as lar as architecture was 
concerned. Further, these coiilcui' 
porary kid semen it of his suggest a 
probable desire to condescend to 
the reader rather than make au- 
thentic and finally free critical jud- 
ge men is. 

Bui us proceed hy stages. 
Hitler's water colours ate one of 
the rare pieces of material eviden- 
ce ax lo his cultural stance. A gene- 
ral criticism ol thern can be com* 
plclclv otlhand like that of Speer 
and many others. They arc, in fact, 
hxht weight works which any 
young an student could have pro- 
duced. Any voung art student, that 
i& t who was devoid ol »n\ except io 
nal gills or am artistic. (aLc.nl. 
Thus may the matter he quickly di* 
s posed of. Nor. on the other hand, 
could it be otherwise: Hitler is 
what he is, as wc all know him. 
Anvthing hirlher such as wc are 
about to say is idle reflection, *dc* 
gene rale' lunlasv. ol i athei the la' 
ste for breaking down and reas- 
sembling according to a difleivnt 
logic, lor ilsown sake, like an exer- 
cise in literary Cubism** 
These water colours have for their 
subject various urban environ* 
mentsof Vienna and Munich: cities 
with a strong cosmopolitan spirit, 
with nothing of the rural about 
them. 

They give ihe impression of having 
been copied I rum photographs ra- 
ther than painted ai ihe easel in 



front of the subject; the style and 
treatment arc those of works edi- 
ted at a writing desk. Some ol the 
\ icwjt are, in fact, repeated, ma) be 
even falsified* maintaining the sa- 
me optical axis but from a closer 
viewpoint. In these cases the close- 
Up is an inipi ov cment. executed 
with a surer hand "Ihe urban envi- 
ronment lepiesenled is almost ai* 
ways very complex: with a move* 
ment of volume, a multiplicity of 
planes, fragmentation ol spaces, 
attempts at dynamic chiaroscuro 
elc I lie jit ten i ion to detail i>> con si 
dcrable. the various building male- 
rials can be ck\nh distinguished 
as can the condition ol the bull* 
diii£S f their decorative details, ob- 
jects and street lunnshmgs* po- 
sters on the walls, even to the dres- 
sing of the shop windows. 
Some aulographical XlXih centu- 
ry data affixed to the water eo- 
lours, and above all the out of scale 
placing [pari iculai H ungracehiU 



of the figures, confirms the h\ no- 
thesis of works copied from old il- 
lustrations, prints or postcards In 
other words, these views are in 
every wav similar lo thousands of 
others winch sei ved to illustrate 
many European cities at the begin- 
ning of the industrial revolution 
when great XlXih centurv buil- 
dings alternated with medieval 
and xvitih century spaces- 
It is, however, certain that in these 
pictures it is impossible lo itxoi^nt- 
ze the future client of Albert Speer. 
On the contrary*. There is in these 
postcards* an ingenuous mcl i opo- 
litan* taste, infantile even, hut far 
from the heavy and totalitarian ta- 
ste of Miller's Thirties and Forties 
Sl)le. 

This implies at leas! two considc* 
rations: as long as ihe architect* 
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Troost, is alive — until 1934 — HI* 
tier, subject to his ascendent in* 
fluency contains his own exube* 

ranee and accepts 'past orientated 1 

design modified b\ a certain so- 
briety and style. Basically Troosi 
was part of a group of architects, 
amonp whom were Peter Behrens. 
Joseph M. Olbiiet). Bruno Paul and 
Walter Gropius who up to the first 
woild war had loueht auainst the 
spread ol the liti-scllv Jugendvtil, 
opposing it with a design system in 
which U lew tradmonal elements 
were mixed with the first experi- 
ments in 'modem Km'. 
After the death of Troosi, his place 
was mmicdiatcK yj\ en to Speei 
who became the faithlul interpre- 
ter ol i he Fuhrer's dreams, to the 
extent that, all cultural reserve re- 
moved. Hitler showed him Mime ol 
rus own sketches from the years 
]*>2>*26. and within a lew days, 
wilh e\[ ["^ordinal \ diligent c arid 
speed. Speer produced drawings 
iiiul models. 

This was the case with the Berlin 
Are ite Trtomphe* the Giand Audi* 
to hum. the Movement Column to 
be built in Munich and man> other 
projects. Thus Spcer was not the 



architect of the Third Reich hui ( 
more simplv. the assistant archi- 
tect of Hitler. The lattei. without 
anv cultural impediment by this ti- 
me the sole tudgeol hirnsell andot 
others discovers himself, with 
lew$<rf emotion each UnKMobc in 
his turn a great architect', just as 
party propaganda noisilv claimed. 
Now. comparing the two periods, 
thai ol the Wiiin colours up to 
1 U I4. and thai of the cyclopic pro- 
jects, Irom l£25 onwards, no simi- 
larity or continuity can ho found* 
There might he two dilterent com- 
pletely different personalities, or 
rather two entirely disassociated 
aspects of the same personality 
So* the fact that Hitler had or 
hadn't tried i\n artistic career up 
until the NcM world war makes no 
difference: what counts is the fact 
that Irom a certain moment on- 
ward*, any and e\er\ critical pre- 
sence having been destroyed. Hi* 
tier can be 3 genius in all things. 
but not really being one he can on- 
ly "play* with the exasperated ele- 
ments of a language, however sure 
and dccply-rooicd in the common 
sense of the masses: the facile mo- 
numental style, accepted, diffuse 



and uni\ersall> understandable. 
At this point, the question posed by 
FJias Canetti becomes more perti- 
nent and painful (Potere c soprav* 
vivenza); "Where is the historian 
who eoutd trace the course of Mi* 
tier's disease? Even il today a par* 
ocularly &crupulou> hUtory could 
manage once and for all to free it- 
self from the admiration of power 
which is intrinsic to it. it might at 
leaM pot us on our j^uard against a 
new Hitler. But since he would ap- 
pear in another place he would al- 
so appear in another gutse and the 
warning uouM Ik* in \am. 
For a real understanding of this 
phenomenon, new methods ol stu- 
dy are indispensable. They must be 
sought out. taken and used where- 
ver they ofler themselves. No me- 
thods lor such a research can e\isl 
yet. Here the rigour of specialist 
disciplines becomes mere supersti- 
tion. What escapes the specialists 
is that which is really important. A 
non-f r aguiculcd vision ol the pho 
nomenon is the main pre- 
supposition. Anv arrogance ot con- 
cept, however useful in other ca 
ses. can only he detrimental here*. 
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Water colours 
attributed to Hitler 
from the Siviero legacy 
an expert examination 

Hermann Weiss 



1. Object 

At the request of the IK-paruiient 
of Culture of the Comune di Fircn- 
ze, on the 7th* 8th and 9t\\ March, 
J934, together uith Professor 
Hartmut l/Irich. I examined In ihc 
Ufflzi library twenty water colour 
attributed 10 Adolf Hitler with a 
view to clarifying whether, hi fact. 
Hitler was their author, and la 
then piepariut; a rcpi>ri on our re- 
searches 10 be delivered prior to 
the proposed exhibition of the 
paintings to lake place at the end 
of June. 

I hi* paintings were part of the Ic* 
gacyof themintster, Rodollo Sivie- 
ro. and have been for some time to 
itie custody of the drawings de- 
partment of the Ufflzi, grouped in 
a number of sets* Wc received no 
information From the Italian side 
on the history of the painting* We 
were told only that from 1*43 on- 
wards Siviero worked on the tra- 
cing of arl wotks removed from 
Italy by the Germans and after the 
end of the war was olliciallv entni- 
jiied \sii!i their ivnic\iil lit e.ir 
vying out this task it is probable 
that Tic came into possession of the 
above mentioned paintings* On re- 
quest, we were also informed that 
the ]'.■-' ^ i \ i nm Jim-el no document* 
which inijjht <-.arit> t :i l- hiMorv ol 
the twenty water colours. 

2* Imrtriimenljuif research 

In our research we used the folio- 
wing ^>ui\c>: 

I . Adolf Hitler ah Mater tmd Zeiclv 
ner. Em Wcrkkatatug tier &tt£*ntat> 
de t Aqtteretlr. Zcichnuneprt ffrfd A * ■ 
chitektur&kizzcn* Edited bv Bill* K 
Price, Zug, Switzerland 1983 (cited 
as Price and the number of the 
painting}* 



This catalogue which was the first 
attempt at certifying Hitler 1 !; pro- 
duction as painter and draughts* 
man must be used with caution not 
only because it also includes the 
I orreries ,| Kom ad Kutau, mi ice 
discovered, bul also because of 
other imprecisions and errors. 
2* Documents of the National So- 
cialist Party Centra) Archives 
iNSDAP) in the NS 26 *cctioii ol the 
Federal Archives ol Koblenz (cited 
as BA with indications). The Fede- 
ral Archives contain a scries of 
photographic negatives, and some- 
limes also positives, made in the 
KSDAP Aivhiu-s ol .ill Unlets 

pai iiiii))^! which were bought back 
by the secretariat (Stab) ol the FUh- 
rcr's representative (and subse- 
quently by Hcss's secretarial) or el- 
se they were lent temporarily to 
the Archives bv their owners for 
the purpose of registering them. 
Above all, trotn l*J38 and until the 
outbreak of the war these Archives 
developed a considerable activity 
on which were based a number of 
lists not subsequently completed; 
the following descriptions are con- 
tained in the enclosures: 
Enclosure A - List of 23 water co- 
Unit* repurchased. 
Enclosure B - List of 10 water co- 
lours bv lliilcr in the possession of 
Dr. Alfred Detig, Vienna (with di- 
mensions). 

Enclosure C • Manuscript Ust of 1 4 
water colours by Hitler From the 
Central Archives of the SSDAPol 
which the painter Fritz Muhl* 
In ivhl ol SU'iuchat h h.ul made i/cj- 
pies. pa i iK on di a\s inj; papej , juir- 
Mv on speeiiillv treated phoiopra- 
phic paper; on the upper ri^hi mar- 
jim is ihc date 17th February 193°. 

F.ikIomii'c I) Mariu>cripT* Ijm of 
20 pamtm^s h\ Hitler, ihc subievts 
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being nuiinh Munich* with dimen- 
sions and annotations- relating to 
copies made b\ painters {anions 
i hem phoio^rnphir copies colou- 
red by hand}, to their owners, and 
k> indication* ol ihc iuyati*e> pre* 
served in the Archives. 



3. The Paintings 

En i he course ol an cvamirtatton ol 
the paintings in the UHi/i, ihej we- 
rc pul into what seemed hi us to he 
a logical order based on merely ex- 
ternal criteria, ;iud classified with 
progressive numbers [cited as F] 
and the number or the painting 
The following descr irnioiis toniain 
indications on I he dimensions of 
the painting, previous owners etc.. 
taken from ihc documents nl ihe 
NSDAP Central Archives and Pri- 
ce's catalogue. Alter the descrip- 
tion there follows a criucd analy- 
sis ol the information gathered to 
elarilv iheauihenticii> ol the pain* 
ling*. 

We have .malvsed the following 
paintings* 

I. Vienna. Michaelekirche (FM) 
Title and signature: lb* "Wicn* 
Kohlnuirkt Michaelekirche & Drei* 
Ui tiler ha U*JA. Hitler", 
Size; 21x27.5 cm. (sheet 29X37 
cm); 

Annotation*: on lower rnur^io of 
recto, in manuscript "Around v<v 
tne width on all sides 29 l ; 2-37",on 
verso, manuscript "The picture 
has be eo frame bv S. Morgcnsicrrt. 
W1RN' IX. Uchicnsteinsirasse 4. 
Last owner lahbro Prater, Wien. 
FlnrisdorH7< 8.38. Sob. Sir/' 
Sheet lef* loose in pa^separ lout 
with title printed on the lower 
margin "Adoll HitlerAYicn Mieh.i 
elekirche und Dieilauferhaus". 



2. Vienna. Schottentor (FI 2) 
Title: r.b- in gothie script "Alt 
vVien/Schottentor 1859'* 
Signed* lb gothie ,h A.H/'. 

W: 20x15.2 cm (Sheet 25/20 

cm) 

Annotations: vciso, manuscript. 

same annotation as on KM with 

punted title "Adoll Hitler -Wicn 

Scbottcnthor". 

PRICE n, ISOsi/e 20x1 5.2 cm 

3. Vienna, Nettc* Rathaus t.Fl-3) 
Signed: l,h "A. Hitler'* 

Size: 20.3x23 5 cm 
Annotations, on retro in tubifojm 
gothk characters: "According in a 
report bv the Fuhrcr's ADC, SS 
Brigadcluhrcr Julius Schauh. [he 
Fuhrer and Chancellor has decla- 
red thai this water colour is not bv 
his hand. The Fuhrer and chancel 
lor denies being the author of this 
pa i ti t i n g Be rim, 1 fit h M n\ 1 9 ^7 
For the Reichsfuhrerot the SSand 
chief of the Crerman police at the 
Minister^ of the Interior, signed 
* Wo | if* (manuscript ) SS- 
(jrunpcnlohrer and chiel ol Llie 
personal secretariat ol ihc 
Retell si ulirei SS". 
PRICE n. 250 size 20 5x23.5 cm 
BA. Negative NS 26/213:12: 
NSDAP Central Archive* record 
with indication of negative and si- 
/e 20.5x23.5. 

4* Vienna, Ptirfitnnent (FF-4J 
Signed: r.b "A. Hitler". 
Size. 26.5x41.6 cm 
Annotations: verso "grandc! 
(64 X4Q" 

PRICE n. 248. size 27X41.S cm 
BA; Positive NS 2643a 34 on the 
back of which is the stamp of the 
NSDAP Central Archives with the 
indication "21312 (from huts 
hruck)" and further, ihc a n not *i* 
lion bv hand "Parlamcnto and Rat- 



haus in Vienna (second piece!) Size 
27x41.5* Original bought toi the 
Fiihrer from the propcrtvof I ran/ 
Feller, Innsbruck |Ma> »3|)" 

5* Vienna, Parliament (FI-5) 

Signed, r.b. "A. Hitler" 

Si/e: 26*41.3 cm- Ihe painting 1$ 

framed and under izlass, Si/c of 

frame 52.3x67 cm 

Annotations: verso raS., raanu- 

Hripi, 4 *2061 11 

PRICE n. 247 size 27x413 cm 

BA: Negative NS 26/2111: 

NSDAP Central Archive* record 

with annotations "made on basis 

of reproduction'Viennese 

original". 

6. Vienna Auersperg Mace (FI-6) 
Title: r.b.. in gothie "Wien./Aucrs- 
nvry-Palais" Signed: Lb-, cursive 
•A.H." 

Sice: 18.5x27 cm 
Annotations; verso, manuscript 
"'complete!?) I Gr** 
PRICE n. 226. size 16x24 cm 
BA: Negative and positive NS 
26**21 VI?; NSDAP Central Archives 
record with 'size 18 5x26.5 cm 
Particularity On the lower left 
niai^ui in frunt ot a lii^ure pulling 
a small cart there is :» small smud- 
ge of colour which is al*o rreogm* 
/able on the photograph PRICE n. 
226). 

7. Vienna, Auersperg Palace (FI-7) 
Title: r.b. sothie. **AucrOTcra Pa- 
lais" 

Signed: l.b. goihic. "A- Hitler" 

Size: 20.3x27.6 cm (Sheet 

21X10-5) 

PRICE n. 225. size 18x26 cm. 

BA: Negative NS 26/213/18; 

NSDAP Central Archives record 

with riz* 20.5x28 cm. 

8. Vienna* Ratienstadl 1FI«8) 
Title: r.b. "Ah - WieaAltensudl" 
Signed: lb. "A. Hitler" 
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Si/*-; 22 -03.6 cm The painiiny is 
framed and under glass 
Size of frame 48.5*60.5 cm. 
Annotations: verso, manuscript 
,, 2S4l" 

ft Vienna. Kartskirche (FI-9> 
Si|>rH-d;i.b. underlined "A. Iliiler" 
Size; 25.9x17.5 cm and annota* 
lions on the existence of a negative 
iv 20601 in ihcCcniral Archives of 
the \SDAP (proof no longer avada* 
blc in the BA; 

10. Vienna, Schoabmnn (FI-10) 

Til le ;inil s jj*milujv: Kb. yolhk . 
"WiciWSthonbrumier Linie..A. Hi* 
tier" 

Size: 14x20 cm (Sheet 15.5x1.5 
cm) 

Annotations tower margin recto* 
manuscript. " 12 C_u." 
PRICE n, 290, $itt 18*28 cm. 
BA: Positive NS 26*21 3* 14; stomped 
on back NSDAP Central Archives 
with indication 21&14 pins positi- 
ve of retro uiih an oval stamping 
<lil I it nil to i cco};ni/e P prohahl* I he 
mark of the framcr Samuel Mor- 
genstern: NSDAP Ccnlinl Aictmes 
record with st/e I4x 20 cm* 

It. Vienna* PtintJt i*y t uril tFl'M) 
Tulc lb, goihic " Wien>Taradcis- 
ganl- 

Signed: rJ>. jpttiic. "A. Hitler"- 
Size: 14.1 x 19.5 cm (Sheet 29x37.5 
cm) 

Annotations: verso, manuscript, 
"Light of passepartout f /small 
(48x32)" 

PRICE n. 2R8.no si/c. 
BA. Negame and posiiive NS 
26'213/23; Central Archives regi- 
ster NSDAP with size 15 1^20.1 
cm and provenance "Praser, 
Wieil". 

Puriicularity: the last three letiers 
ol the title " P;n adeisgarM * are co- 
vered by t i smudge. [The smudge is 



not visible on (he photograph* (I'.a* 
linn translator** note) 
12 1'iVwmi. \MwtcrplaUiTl 12) 
Title: r_b. f gothic. WicnAlicha- 
elei pliit/. Drvilnuleirhiuis" 
Signed: l.b.. gothic, "A. Hitler" 
Si/c: 25-5x18 cm- 
Observations; the picture in its 
drawing is almost identical lo PRJ- 
It n. 1 ? V I he anomalies occur in 
the disposition ol the live ligures 
in the square m I font of the Mi 
chaelcKiiche. in the lower win- 
dows of the bell tower, in ihe ih&* 
dow on the church and in the two 
figutvs missing Irom ihe lacade ol 
tlte bell loucr which are seen in 
PRICE n. 17 J. 

13. Vienna* Bfirgi/ia/feMH-13) 
Title: raV, gothic, "WieivBurg- 
Thcaler" 

Sinned: lb. piihic, "A, Hitler" 

Size: 1 4.2x20 cm (Sheet 16.6x218 

cm) 

PRICE n, 270 si/e 26.5x36 

BA: NegaOvc (si/e 14x20 cm) and 

posii>\e NS 26:21315; 

NSDAP Central Archives record 

with si/c (iiioii recti 18.5 * 26-5 mi. 

14. Vienna* Burgtheate r (FH4) 
Tille: r.b. "All WteivBuigtbealei 
(ihe upper line of writing i* paler) 
Signed: "A. Httler (or Hiuler?) 
Cut and glued on p;isscpai tout, 
recto, with a fine pencil stroke. 
"HVXI/De (?)" {could perhaps be 
read as "IUX.De (VI 

15. Vienna, Sctiottettkircht (FI-15) 
Title and signature: "Wicn / Schil* 
tenkirche p A. Hitler** 

Si/e: 21x26 cm (Sheet 2Q.8x3.V4 

cm) 

Annotations: on ihe passepartout 

on ihe inside, if* pencil *4tf5V 

Observations: different from the 

o l lie i paintings in colour lechni- 

que for the flat use (dit fuse) ol och- 



re tones ns the dounuajU colour, 
the figures arc also sinking bciny. 
bijiger and more lull) drawn than 
in Hitler's other water colours (it 
Is sometime* possible to make out 
their faces), 

16. Vienna* Ktrche Maria am Gesta* 
dc {VU16) 

Suited: lb. "A. Hitler** 

Cut and e.lucd on Passepartout; 

27.2x18 cm 

PRICE n. 289, si/e 17 x9.5 cm 

BA: Negative NSW13/2I, posiiive in 

section NS 26»Voi I* 6s 

NSDAP Central Anhhes record 

with m/c 18 v 27.5 cm and indica* 

tion ol last owner Prater. 

17, Munich, Hotbrtiuhans (Fl-I7| 
Title; Lb. "Munchen/kl llofhrau 
haus" 

Signed: r.b. "A- Hitler" 

Size: 21 8x28 3 cm (Sheet 

32.2 -45.5 cm) 

PRICE n. 386. with on error in the 

Inscription; size 21.4x28.3 cm; 

Indication thai I he picture disap* 

pea red at an auction in 1976. 

BA: Negative NS 26^213*25 

|8 + Munich* Viktuelietutiarkt urit 
Pcterskirche (FM8) 
Title: r.b. "Mum. hen I Vikiuclien* 
marfct ' Petcrskirche * 1914" 
Sinned: lb*' A. Hitler" 
Si/c: 30.4 s 33.5 cm the picture is 
mounted on paper and with this 
support glued on to cardboard. 
PRICE n. 373. si/c 22/ 26 cm 
BA: NSDAP Central Archive record 
with indication ol ne^nmc B 182/1: 
the iterative no longer available: si- 
ze uoi indicaied. 

19. Munich, AUtS Standesamt am 
PftmbvrRltl |.|9] 

Title lb. "MuncheivStandcsumi" 
Signed r.b. W Hitler" 
Cut on passepartout; 38.2 ^25.4 cm: 
the picture is named and tinder 
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glass: frame size &4,Xx 52 2 em. 
Annotations: on reiro "2060" 
TRICK n. 194. stee 39x22 cm. 
BA: Negative NS 26/17<V3; NSIMP 
Central Archives record with size 
26x?9 cm* provenance (false) 
"Weinmuller" and description (fal- 
se) "Pelcrsbergl II" 

20* Munich Altes Swndesamt am 
JV/€T*Ai'r£/iH-20j 
Title: r.b. % *Munchcn/StandtisUH iV 
Signed: IK "A, Hitler" 
Si/c: Sheet «.6" 24 7 cm. 
Sheet tflued lo opcnahle passepar- 
tout. 

4. Examination of the authenticity 
of individual painting* 

Alt I went V water luIouts ol the Si* 
vtcro legacy are signed with the na- 
me ol Hitler. Si nee not only in lat- 
ter vears but cu-i m(uv Hitler lv 
came Chancellor, fake paintings in 
his name werv in circulation, we 
have had to take into account ihe 
hut itial in some cases Me mi^hl 
have to examine old lake*, as is 
certainly the case with 1"! 3, 
Our research was impeded h\ ihe 
fact that three of the paintings are 
horned and could not he opened 
(Fl .5, S p 19) and two others are 
glued to the passepartout so that it 
was impossible lo examine the te- 
tru or establish the exact m/c ol 
the paintinp or ut the sheet. 
As regard* the problem of the falsi* 
fixations of Hitler's paintings ii 
can be said, above all, that this 
must certainly be excluded when 
ihe painting under examination is 
found among the document* of the 
department created for the collec- 
tion and registration of Hitler's 
paintings al the Central Archives 
of the fsSDAP or at Hess's secreta- 
rial, having there been judged to 
be authentic. 



A further difficulty Jiangs on the 
fact that the onlv description of the 
painting contained in thc>e docu- 
ments is insufficient to identify it 
because numerous subjects, espe- 
cially as regards Vienna and Mu- 
nich, were painted several times by 
Hitler* Certain pn>ol is. therefore, 
only possible where there c-sisis a 
photograph and where the pain- 
ling is presented as authentic in 
I he correspondence and lists of the 
Central Archives ui the NSDAP. 
Photographic documents ol ihe 
Central Archives ol the NSDAP 
exist for the following paintings 
whose auihcnticHv can theicfuic 
he considered certain: I-"] 4. 5, n, 7. 
10. M. 13. 16 and l l >- 
The indications contained in 
Price's catalogue, on the other 
hand, warrant little credence sin- 
ce, as we have al ready said, thev in 
elude (event falsilicattons by Ku* 
jau and do not differentiate at all 
between genuine and dubious 
paintings (to the extent thai theca* 
tafogue al tributes to Hitler the 
painting Fl 3 which was declared 
to he false bv Miller himself {PRI- 
CE, n, 2W*p. 

Combining the infoimation cuniai 
ned in the documents of the Cvn* 
Ual Ai chives ot the KSDAPand va- 
rious clues on the Floi entiue origi- 
nals, one can, however, decide on 
the attribution of the remaining 
paintings even though there re- 
mains room for discussion on the 
degree of cerlaintv In individual 
cases. 

The authenticity of ihe paintings 
Fl 1 and Fl 2 is certified bevond 
doubt by the handwritten observa- 
tions, ccrtainlv authentic, and ini- 
tialled bv the then Reichsaaitski- 
ter Schulie-Strathaus. the last per- 
son responsible for the culled ion 
ot Hitler's paintings at the secreta- 



rial of Hess ta C4ipv of the signatu- 
re ol SU hulte-Strathaus is attached 
as Enclosure EJ. Further* trie au- 
thenticity ot II 2 is alw proved by 
its subject according to Enclosures 
A and C (respectively nos, 16 and 
17) and that of Fl 1 according to 
Enclosure C (n, 5)* 
The identity of the two Florentine 
Pointings with those ciicd in the 
lists 'it ihe Central Archive* ol the 
SSDAP cannot be doubled* above 
alt because in the two lists the $ub- 
jeiis ("KohlmarKt. Michaelckir* 
che, Dretlautcthau> and Sehoitcn- 
tor'*) occur onlv once, and as re- 
gards n I ft ol Kiii leisure A (corre- 
sponding to Fl 2 Sehottcntor) ihe 
previous owner is indicated as Pra- 
ger himself* In the second place in 
Enclosure A the re-purchase date 
1$ established as August- 
September WW and the annota- 
tion bv Schulte-Strathaus carried 
the date I ?.&&(. 

The annotation of forgery on ihe 
retro of Fl 3 is undoubtedly au- 
thentic, even if for the idcniifica* 
Hon of Karl Wolff's signature I 
must rclv cntirclv on mv memoi^ 
as it was not possible to obtain a 

cops in or dei to compare them. 
However, this proves that ihe pain- 
i mi; i* a forgery, and stylistically. 
toOj it diflers troni the water co- 
lours safely atiribuiahle to Miller* 
As regaids the subject ot the "Rat- 
/enMiidtl "of the panning Fl 8, Pii 
cc's catalogue gives four other 
examples ot which at least one 
(PRICE n. 257i. once in the posses- 
sion ot littler'* photographer and 
confident. Hetnneh Mol I mann. 
may safely be considered authen- 
tic, Yet even if the same subject 
can be found in other u-nrlc* by Hi- 
tler there is no historical prool ol 
ihe atti ihntion to Hitler ol H is. in 
this case absolute certainly could 
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only be reached through chcmico* 
technical analysis and stylistic re* 
search- However, starting from 
our knowledge of the style of the 
authentic paintings, no thirty al 
firsi glance, goes against the attri- 
button to Hitler of this painting. 
The motif of the Viennese Karls* 
kirchc (FI 9) Is documentnicd 14 ti- 
mes in PRICE and is thus the sub- 
ject most often namicd by Hitler. 
The source cited by PRICE is old 
Dr. Priesack) ami is invalidated 
the indications ol the Central 
Archives of the XSDAP. Even 
though i lit- pti.uoj:ia[>h i% no lon^ei 
traceable in the Federal Archives 
we can consider this painting au- 
thentic on a basis of these indica- 
tions but also because of its style* 
Very prob«b> FI 9 corresponds to 
painting n. 12 of Enclosure A, the 
on!\ n;iiiiiin]! "I i he Kai'lskitvhc by 
Hitler that could have been re* 
puuhased bs tht- Hess secretarial 
(1939) and consequently registered 
in the Central Archives of the 
XSDAP 

In the case ot FI 14 \.c can only ma- 
ke a Few suppositions as regards 
its author. FI 14. like FI 13, is ano- 
ther painting of the Burgthcaicr. a 
motif listed five limes by PRICE. 
The *d>hrovtal ion **Dc" must surelv 
refer to Detig, a surname which 
can, in its turn- be linked to the 
Central Archives of the NSDAP or 
rather to the Hess secretariat. In 
the list of Alfred Pctig*s collecilon 
(sec Enclosure Bi FI 14 does not oc- 
cur. But this is explainable if one 
interprets the date written on the 
passepartout as the date of purcha- 
se The motive for winch tilt* pre- 
vious ownership of Dctig might be 
considered doubtful can only be 
explained through suppositions. If 
one considers the date 
October* November 1941 as the da- 



te of purchase by the Hess secreta* 

rial (or lo be more precise* hv Bop 
iii-mnt in that case ihe rKiintitty; re* 
gistcrcd a* n* 12 in Enclosure C 
cannot correspond to FI 14 since 
this list (Enclosure CI was compi- 
led rn IW h is nuieh more pioba* 
hie (h;t( i> refers to FI l.\ ;i ruin- 
ling that was reproduced h\ Mul 
breach "from a copy of unknown 
provenance", on photoyrupic pa- 
per and coloured b\ hand Ccl Uu- 
closure O Since in the case of FI 
13 we have not been able to esta- 
blish whether it was painted on 
photographic pupcTi this mdica* 
lion explains at least the incxacti* 
ludeol lhcs</e indicated on the re- 
gister of the Central Archives. 1 he 
auihenijcaiion of FI 14 can he ma- 
de with ccrtainlv only by chemical 
and stslisttc analysis. From a first, 
even superficial, stvhslu compari* 
mhi there is no notable diMerence 
between this and auEllcrUicaled 
primings, so ihai \vc can consider 
II, with some reservations, authen- 
tic. 

The subject of II IS. (he Skotlcn- 
kirJie, cited twice in the PRICE 
catalogue, is not document a ted in 
the Central Archives of the 
KSDAP. Further, ii docs not corn** 
spond stylistically to Hitler's other 
works because oi the monotone 
use ol i he colour ochre* The figu- 
res in the foreground* too, have co- 
me out hi^gcr* Even allowing for 
the fact thai in this case Hiiler 
mi>.hl ha\e wanted lo make an ex* 
peri merit wiib the colouis ail ihe 
(inures, ihe convergence ol boih 
these stvlistic anomalies as well as 
the similarity of ihe colour* lo loi^ 
se ol the- lorgcty FI 3 ^up^eM thai 
this paining, loo. is a lake. 
The ca^c ol F IS is problematical, 
a pa inline, which, inacfar as one 
can make oui jiiven I he pool uuali- 



t\ i»t ihe rrproduelion. is identical 
to PRICE n. 373* It is not possible 
to sav with certainty whether ihe 
registration conserved in the Fede- 
ral Archives, which refers lo a ne- 
gative B 182/1 lost in the Central 
Archives of the NSDAP, really ap- 
oeriait.N it* FJ IS because of ihe 
lack of measurement* ol ihe photo* 
graph. Further difficulties arise 
Ironi the registration in Knclosurc 
D which under the indication \S2ll 
relers to a paiming in oils on wiwd 
without the usual annotation on si* 
ze* In this case, however, it may be 
supposed lhal the compiler ol ihe 
li%L tommillcd at material error, 
misiaking a line when Hansel ibinp 
ihe data ol the pictures "Vlklua* 
lienmarkt u. Peterskirche", "Der 
Abend". "Schlicrsce", and "Ko- 
chel \ Aciualh - in Enclosure U this 
last paiminu is ilctined as a water 
colour although it is one of Hiileis 
lew fnl p;iinlniiT>. As regards Ihe 
lerydillerent si/col \'\ ISas^iven 
in PRICK n. ll\ ii should be n<iied 
that out of at least a do/en eases 
where PRICE ci>uld have checked, 
he gives incorrect measurements 
lour times (PRICE nos. 226. 270. 
2OT, 2**4p. Hence, in (his ease. loo. 
the problem ol authent icily must 
he reiplved b\ an analysis of the 
st\ le. Our examination i e tea led no 
significant differences of style in 
respect ol ihe anihcnikaicd pit in- 
lings. 

In the ease of the last painting, too. 
FI 20. in the absence of other crite- 
i in, ihe problem of autheniiciiv 
can onh be icsohcil b\ stylistic 
analysis. And in this case* too. we 
discovered no differences from ihe 
auihem ieaied paint invs, 

5* Conclusions 

As far as can he established by one 
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not an expert in art history, the 
\>m n iin^*s aiialv/cd* wjih the excep- 
tion of FI 3 and Fl IS. constitute a 

stylistic unity which is nol dcta* 
ched I mm other water colours by 
Hitler known to mc Ten paintings 
(FI 4, 5.6.7, 10. II, 13. 1o 4 19) are 
ideniilyahle through the photo* 
j^ruphs in I he Central Archives of 
the NSDAP. They are recognized as 
authentic through their registra- 
tion in what v* as conceived as a 
collection centre for Hitlcrian 
p t iinrui]'\ l he apeds ol the 
NSDAP had the possibility* in 
doubtful cases, of referring to Mi- 
ller liiinsell. The \;uiir recognition 
of authenticity can also lw am dm* 
le<l lo l he watet colours I ; l 1 and l r l 
2 r i nil lulled bv the pel son i e spun si* 
ble in Hess*s secretariat, Schultc* 
Straihftus, 

The paintings ol dubious amhenti 
citv. FI 8, 9, 12, 14. U t 20 have sub- 
jects which are alt lound elsewhere 
in Hitler's work and in part also in 
the documents ol ihc Central Ar- 
chives of ihe NSDAP. 
Even if the analogy of subject mat- 
ter Joes ii^ it constitute a e.uai anicc 
against forgery, it render* a styli* 
stic comparison and the identifica- 
tion of forgeries easier Forgeries 
ma> also be eliminated b\ use ol 
the Following argument: [he copies 
at the official disposition of the 
Central Archive* ol the SSDAP b> 
painters have in part l>een exec it* 
ltd on water colour paper and in 
part on photographic paper When 
copies were made o( painting* not 
securely authenticated the) wck 
done without exception on photo- 
graphic paper (el\ Unclosmes C 
i\t\<\ Di -iitd this is r>*>t the case with 
any o I ihc Florentine paint in^s. 
To conclude. 13 oi the paintings 
examined can Ik directly linked lo 



the Central Archives of ihc 
NSDAP; amoi\n the remaining se- 
ven water colours I hose w Inch cor- 
ropond to number* FI #, °, 14, 18 
show sonic 1 1 ace ol cheeking on 
the part of this or^un/almn or so- 
me other contact with it. Thus only 
paintings Fl 12 and Pi 20 remain 
isolated. 

II the rapport of almost all ihc 
paintings deposited in Florence 
with the Central Archives of the 
NSDAP, or rather with the Hc*s se- 
cretariat Constitutes, on the one 
hand a giiai anlce of anthem it itv it 
also, on the other hand, permit* 
the supposition that the tucntv 
paintings ended tip m the hands nl 
Siviero as a single package, and ex- 
cludes the possibility that he col* 
tec ted them from dilferent sour- 
ces- Thi* conclusion agrees with 
what I ha\e heard From l)r. August 
Pricsack who in his d;v> was re- 
sponsible lor photographs copies 
of Hitler's paintings in the Central 
Ai chive of Ihe NSDAP and who Can 
also Ik* considered the co-author (if 
the PRICE catalogue. 
According to this information Si- 
viero received the twenty paintings 
from Mrs Geiila Bormann who w\i> 
in the Alto Adigc ai the end of the 
war and died at Merano in Match 
1946. Gci'da Bormann was the wite 
ol Mess's successor as paitv mini- 
ster. Martin Bormann, As such he 
was responsible lor all the collabo- 
rators of the party oil ice, the for- 
mer secretarial of Hess* 
Alreadv in lles.s's time bul also ai* 
ccrwards as his successor and as 
secretary to the Fuhrer. Bormann 
was concerned in all Hitler's priva* 
te allaus. He was certainly up lo 
dale on the Collection of paiulinus 
by Hitler in ihe possession of the 
SSDAPand this is pioved b\ a note 



m! Hiinmk-i's dated ?7 lO.I-MZ. fn 
it one reads: 

"The three water colours supposed 
to be bv the FOhrer's hand; Wicn. 
Heili&cnkreii/crhofj Wicn, Kau- 
niubei'C' Das Rathaus, were todav 
destroyed by my order* following 
information received from the 
Fahrer (sent with letter of Reiehs- 
leitcr Bormann, 24.8.1942)*' (Sour 
cc:BA. NS 19neu/24h. 
S<i even dunng ihe war Miller con- 
tinucd to concern himself with the 
authenticity of the painting* put in 
to circulation in his name and re- 
purchased b\ the NSDAP. Bor 
maun was certain I) inlormcd on 
the existence of about thirty pain- 

I which, according to Dr. Pi te- 
were in the end collected, all 
the more so since this collection 
was kept in his offices, probably in 
the immediate vicinity of his room* 
The fact that the paintings* or so- 
me of them* came to be in ihe 
hands ol Mrs Bormann occasions 
no surprise. Sivtero probably pos- 
sessed the same information as 
Priesaek ami passed the inloniKv 
lion on by letter to the German hi* 
store an Dr. Bohne ol Kreleld. It 
should therefore be possible to Ma- 
te this information among his pa- 
per*. 

It is vtrcv probable that all iwcriiv 
paiminps come Irom the Hess se- 
cretarial collection and then (mm 
Bormann* II is also possible and lo- 
gical i ha I such paintings passed 
I mm the Mes,s secretarial to Bur 
mann and from him to his wife and 
thus came to Swicro in Italy* This 
fact together with ihc stylistic *J* 
milariucs between the pictures, re- 
cognizable even to a non-expert 
and their lull accordance with 
Other works hv Hitler already 
known to me* leave me in no doubt 
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llut! *tt IcaM Itf "I *he paintings |>;iin[in>:s il ni;n lx- ;Jf 11 irittJ thai nivh between I9IJ and Auyusl 

from (lie Sivicrw k>vu> wan be ;u* Hitler painted pkiuro of Vienna 1914. 

tri bulcd to Hiller. around the period bet u ecu 1910 

Finally, as regards ihc dale pf ihe ami May 1913 and ihe ones ol Mo- Munich 19S.I984 
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